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Sometime around the age of ten or 
eleven, I decided I hated Chuck Jones. 
The minimalist animation, the stylized 
backgrounds, the storylines that 
seemed to latch onto a single plot point 
and work the permutations ad 
infinitum—it all suddenly got to me. 
Watching with a friend one day. I blurted 
out. “You know. I sorta wish the Coyote 
would catch the Road Runner, already!" 

I thought I was being clever. I didn't 
realize that I was starting a major part of 
my maturation, that a part of me had di¬ 
vined the subtlties of the Jones uni¬ 
verse. while another part, the child who 
sought the the reassurance of clear-cut 
good and evil, was fighting the transi¬ 
tion. Chuck Jones brought nuance to 
the knockabout world of the Looney 
Tunes, and shades of gray to preda- 
tor/prey paradigm (one Jones cartoon 
had a dog chasing a cat chasing a bird 
chasing a worm—who the Hell were you 
supposed to root for?). A few years lat¬ 
er. after I learned of Vietnam and Kent 
State and Woodstock. I watched a 
Jones cartoon again, and was stunned 
at the depth and sophistication of the 
humor. I've been a fan ever since. 

The mainstream press has tended to 
glide over the controversies that sur¬ 
rounded Chuck Jones. Purists blame 
him for inventing limited animation (ig¬ 
noring the fact that the Jones title cited 
as prime culprit. THE DOVER BOYS, is 
perhaps the most elegantly deployed 
example of the technique). Loyalists of 
fellow director Bob Clampett resent the 
coolly cerebral Jones for claiming the ti¬ 
tle of King Looney Tunes over his furi¬ 
ously anarchic compatriot (conveniently 
forgetting that Jones at least had the 
grace to credit Clampett in his THE 
BUGS BUNNY ROAD RUNNER 
MOVIE, while the Clampett-centric 
BUGS BUNNY SUPERSTAR couldn’t 
be bothered to make a similar gesture). 

But Jones's influence cannot be de¬ 
nied. With his passage, along with that 
of Clampett and Tex Avery, we've lost 
three men who definitively changed 
world culture. Honor, and laughs, should 
go to them all. 

—Dan Persons 
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6 Die another day 
Alan Jones bongs us a preview of the legendary spy’s twentieth adventure. 

8 PUPHEDZ 
Edgar Allen Poe gets the Muppets treatment. Todd French has the story. 

12 The Texas Chainsaw Massacre 
Aaron Tallent talks wrth actor Jim Siedow 

14 Stan Winston 
The makeup master talks about his cable series and toy line with Dan Scapperotti 

16 Dinotopia 
The fantasy minisenes returns to broadcast TV with this epic tale of a society where humans 
and dinosaurs live together Dan Scapperotti talked to the production team. 

24 Spirit: Stallion of the Cimarron 
DreamWorks' animated drama is a visually elegant period adventure told from a horse s point 
of view. Chuck Wagner tiscusses realty and fantasy with the film's creators. 

30 Minority Report 
Sptoberg and Cruise team together to bring Phil Dck's tale of futuristic enme and punishment 
to the screen Ed Gross spent tme discussing the prpiect with producer Bonnie Curlis. 

32 Men in Black 2 
K and J are back, once agari facing down the scum of the universe. Steve Ryfle talks with 
director Barry Sonnenfeld and makeup master Rick Baker, while Andrew Osmond ponders 
the sometimes complex alchemy lhat makes up genre humor 

44 Star Wars Episode 2: Attack of the Clones 
Denise Dumars considers the upoommg film, while Dennis Kleinman asks some 
uncomfortable questions. 

48 Spider-Man 
After years of re-writes and legal wrangling, the tale of a humble student turned masked web- 
stinger comes to the big screen Ross Plesset gets the story from the cast and crew and 
explores the versions we never saw, while Russell Lissau looks at why Marvel hemes have 
become hot commodities. 

64 Farscape 
Anna l_ Kaplan talked with cast and crew, exploring what made the third season so dark and 
delirious Also: Season Three episode guide. 

98 Lilo & Stitch 
Disney Animation’s Florida studio has come up with an idiosyncratic story of an impetuous 
Hawaiian girt and the cute little cnmnalty malign alien genetic mutatxxi she adopts as a pet. 
Lawrence French discusses breakng molds with (he film's artists. 

110 Wendigo 
A low-budget horror film is turning heads at festivals across the country Bryan Cairns talks to 
the director. 

116 Night of the Living Dead 1990 
Director Tom Savmi tells Mike Watt about Ihe trouble-plagued remake. 

120 Frailty 
A father is on a mission from God, and recruits hs sons mlo the deadly calling. Debuting 
director Bill Paxton discusses the dark drama with Mitch Persons- 

122 Jason X 
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Compiled by Dan Persons 

July 12 Reign of Fire 
(Touchstone) 
Somebody was saying there's nothing new? 
Try this: Twenty years into the future, hu¬ 
mankind is threatened when dragons return to 
wreak havoc on civilization. Story itself takes 
place in a devestated London, where a “hot- 
shot" American (Matthew McConaughey) and a 
London fire chief (Christian Bale) join forces in 

what may be the world's last hope to rid itself of the beasts. Maybe it’s just the wild 
mix of medieval fantasy and post-apocalyptic speculation, maybe it's that some of the 
best sf always seems to include London in flames (come back. Quatermass. all is for¬ 
given). maybe it’s that, with THE X-FILES Rob Bowman directing, we know this is not 
going to be just a slapdash treatment of an intriguing idea. Whatever it is, we’ve got 
our eyes on this one. hoping that, in this summer of high-profile releases, this is the 
sleeper title that everyone will be talking about. 

The Powerpuff Girls 
July 19 

(Warner Bros.) 
Here's a switch: parents dragging their 
kids in to see this feature adaptation of 
the retro-cool animated series. 

August 2 Spy Kids 2: The Island of Lost Dreams 
(Dimension) 
You either loved the first film, or thought it a Hellish summation of all that’s cold and artificial 
about contemporary filmmaking (we frankly lean towards the former camp). The title sounds a 
bit fairy-tailish. but lots of cool guest casting (Steve Buscemi. Bill Paxton. Mike Judge...Ricar¬ 
do Montalban!) suggests that fans will have fun while detractors can still gnash their teeth. 

Stuart Little 2 July 19 
(Columbia) 
Sequel to the 1999 hit is rumored to 
incorporate the kinkiest feature from 
the original book: Stuart's cross¬ 
species courtship of a bird. Most of 
the on-camera and voice cast is re¬ 
turning: Michael J. Fox. Geena Davis. 
Nathan Lane. Jonathan Lipnicki. 
Added voices: Melanie Griffith as 
Margolo the bird and Christopher 
Walken as a falcon. Rob Minkoff, who 
directed the first installment, helms 
this one as well. 

RESCHEDULES: 
HALLOWEEN: RESURRECTION 
(July 19: Dimension); SIMONE (Au¬ 
gust 16; New Line); THEY (August 
23: Dimension). 

Eight Legged Freaks 
July 12 

(Warner Bros.) 
Industrial waste turns 
spiders really big (for 
once, wouldn't you like 
to see 'em get really 
small?). It’s obvious from 
the effects-shot at the 
right that we're going the 
TREMORS route here, 
and given that this is 
coming out of Roland 
Emmerich’s Centropolis 
Entertainment (under 
the direction of theatrical 
newcomer Ellory Elkayem), they 
might be able to pull it off. 

Austin Powers 3 July 26 
(New Line) 
Yet another spy movie in search of a title (check BOND 
XX. page 6). This is a time travel installment for the 
shagadelic sleuth, with the neat idea of Austin travelling 
back to 1975 to team up with blaxploitation heroine 
Foxy Cleopatra (Beyonce Knowles). 

August 9 Ring 
(DreamWorks) 
Adaptation of an intriguing Japanese thriller about a 
videotape that kills anyone who views it. Gore Verbinski 
directed. Naomi Watts stars. 

Signs August 2 
(Touchstone) 
One day. people will look back at UNBREAKABLE and real¬ 
ize what a wicked little fantasy it was—it was only because 
it stood in the shadow of the phenomenal THE SIXTH 
SENSE that it seemed a lesser effort. Writer/director M. 
Night Shyamalan has not remained dormant, moving the 
setting of SIGNS out of Philadelphia (all the way to Bucks 
County), and creating a story that proposes to do for crop 
circles what SENSE did for spectral visitations. Mel Gibson 
is the big-ticket star here; Joaquin Phoenix, Cherry Jones, 
and Rory Culkin join him. Release date is similar to 
SENSE’S original debut. Does Disney know something? 

The Country Bears July 26 
(Disney) 
Yup. it's based on the Walt Disney World attraction, which 
should be a warning right there...except that PINKY AND 
THE BRAIN’S Peter Hastings is directing. Chris Walken 
plays the bad guy (his second genre effort this month— 
see STUART LITTLE 2, above), and they've signed up 
the most bizarre roster 
of musical talent—Don 
Henley. Elton John, 
Willie Nelson, and 
Queen Latifah, amongst 
others—to appear be¬ 
fore the camera and 
voice the bears. And, ad¬ 
mit it: that Country Bear 
attraction was sorta fun, 
wasn't it? 
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Can’t Stop Arnold 
TERMINATOR 3 Starts Shooting; Next CONAN Awaits 

by Chuck Wagner 

Arnold Schwarzenegger has 
faced some lough foes before, but 
nothing to match the troubles his 
own career has been handing him. 
Not that that has derailed the ac¬ 
tor's fabled enthusiasm. "TERMI¬ 
NATOR 3 is terrific," the COLLAT¬ 
ERAL DAMAGE star recently said. 
"It’s coming along and we start 
shooting it on April 15." 

There has been word that a real 
terminator—Los Angeles Lakers 
basketball star Shaquille O’Neal— 
will be joining the cast of T3 (aka 
TERMINATOR 3: RISE OF THE 
MACHINES). True? “He's the only 
one that's saying that, right?" 
Schwarzenegger said with a friend¬ 
ly laugh. “Yeah. Shaq!" 

Schwarzenegger also shed 
light on the selection of Jonathan 
Mostow over James Cameron as 
T3’s director: “First of all, Cameron 
was not interested in doing the 
movie, because he felt like he does 
not want to tie himself down to any 
time schedule, period, on any 
movie. He just finished shooting 
the Imax movie [GHOSTS OF THE 
ABYSS], and he will be finished 
editing it this summer. Then he will 
begin thinking about the next thing 
—whatever that is. He does not 
know, probably, more than anyone 
else does. So when you buy a 
movie like that, you have to move 
on, because the amount of money 
you have put out is extraordinary. I 
think that’s why he said he didn't 
want to do that. He didn't want to 
get into that whole situation. 

“So the next thing was. let's find 
someone that is young and that 
has this young spirit of new ideas. 
When we saw the submarine 
movie Jonathan did, U-571, we all 
felt that he had the kind of talent 
and the patience and the know¬ 
how to work with special effects, vi¬ 
sual effects, and all that. And then 
when we met him. and in subse¬ 
quent meetings with him. it be¬ 
came more and more clear that he 
had the right personality, and the 
right calmness, to do the film. 
Since then, he has proven that by 
hiring the best of the best people 
around him. from ILM to the stunt 
coordinators to cameramen and 
everything else. It's all A-1 list. He's 

Despite the lackluster response to such films as THE SIXTH DAV (above) and END OF DAYS, and in spite of James 
Cameron's absence behind the camera, Arnold Schwarzanegger is pinning his career hopes on TERMINATOR 3. 

been extremely good at prepping 
the movie, reworking the script, 
and all of that." 

There have been rumors that 
Linda Hamilton—who stated she 
wouldn't be back—may indeed re¬ 
turn. “She is coming back." 
Schwarzenegger said, “but it'll be 
as the past experience of the Linda 
Hamilton character, not driving the 
current story forward. She’s in the 
movie as flashbacks, and stuff like 
that. But I think they felt that they 
didn't want to have the exact same 
cast and then be limited in the sto¬ 
ry, but take certain people out and 
have it be, Let's assume that she’s 
died already and he's on his own.' 
rather than having still have the 
mother whining away! 

"Jonathan was very adamant. 
He wanted the kid now to be 22- 
23, the mother's died, and let's 
move on. Let's have him be on his 

own. Let’s have him have a girl¬ 
friend. Let’s go to the next level— 
that was the idea." 

This wasn't the only return to 
Schwarzenegger's glory days that 
was on the actor's mind. Lurking in 
the background is another film 
franchise: “CONAN? John Milius is 
writing it as we speak. He has writ¬ 
ten it. and it was a 168-page script, 
and one of the Wachowski brothers 
called and said that the script 
would take too much time and be a 
three-and-a-half hour movie. He 
should cut it down to 120 pages 
and take certain things out, which 
is what he's doing right now. But as 
you know, with John things take 
time—he’s not the quickest guy in 
town. He writes a page, then he 
smokes a stogie; then he writes a 
page, and then he smokes a sto¬ 
gie; and then he gets a beating 
from the wife!" 

FURTHER NEWS 
by Dan Persons 

Bless New Concorde Interna¬ 
tional. Amongst other titles the 
company hawked at the 2002 
American Film Market: THE 
STRANGLER’S WIFE: SHAKE 
DOWN (“the QUAKE of the CEN¬ 
TURY...get ready to RUMBLE in 
the RUBBLE"); and, of course, ES¬ 
CAPE FROM AFGHANISTAN..., 
Disney has acquired U.S. rights to 
anime master Hayao Miyazaki's 
(PRINCESS MONONOKE) hit, 
SPIRITED AWAY. Pixar's John 
Lasseter (the TOY STORY films) 
has been brought on to serve as 
creative consultant on the English 
dub. Release of this story of a girl 
transported to a world of gods and 
goblins may be as early as July ... 
Ted Raimi is starring in HORROR 
IN THE ATTIC, from Mainline Re¬ 
leasing. ©[RPi 

5 



Who Cares About The Title When You *ve Got 
Pierce Brosnan, Halle Berry, and an Aston Martin ? 

By Alan Jones This year marks the forti¬ 
eth anniversary of the 
most successful film 

franchise in film history. Secret 
agent James Bond (H)7 hurst on 
the movie scene with his LI¬ 
CENSE TO KILL in 1962, and 
the box-office records have 
been shattering ever since. To 

to attend. Everyone from origi¬ 
nal "Miss Money penny" Lois 
Maxwell, to Richard ‘Jaws' 
Kiel, and and directors John 
Glen and Lewis Gilbert, were 
in attendance, clearly still rev¬ 
eling in their association with 
the ever-popular series. 

Three days later, the latest 
Bond movie would begin shoot¬ 
ing at the studios. 

FREQUENT FLYER: Locales 
in the new film include 
Hawaii. Hong Kong. Cuba, 
and North Korea. 

mark the auspicious occasion. 
Eon Productions, the company 
that built novelist Ian Fleming's 
literary brainchild into a movie 
phenomenon, held a special 
luncheon at London’s 
Pinewood Studios, the official 
home of the series, on January 
11, 2002, and invited past and 
present Bond personnel from in 
front of and behind the camera 

on ten soundstages and in such 
far-flung locations as North Ko¬ 
rea, Iceland, Spain. Hong Kong. 
Cuba, and Hawaii. The assem¬ 
bled press had expected the title 
of the new $100 million 20lh 
Century Fox/MGM production 
to be unveiled, but as producers 
Michael G. Wilson and Barbara 
Broccoli, and returning 007 
Pierce Brosnan. were joined by 

the latest additions to the cast 
on the launch podium, that 
proclamation was clearly not 
going to happen. Wilson said. 
“It isn't the first time we've 
been in the position of not hav¬ 
ing a confirmed title. All the 
Fleming book titles, chapter 
headings, and related names 
have now been used up. If any 

one has any 
bright ideas, 
we'd be hap¬ 
py to hear 
them." For the 
time being, DIE 
ANOTHER DAY 

would have to do. 
Also being kept 

under wraps was 
the storyline, 
written by Neal 
Purvis and Robert 
Wade (THE 
WORLD IS NOT 
ENOUGH). What 
was known was 
that the film does 
begin with a high¬ 
speed hovercraft 
chase in the de¬ 
militarized zone 
between North 
and South Korea, 
and continues, via 
Hong Kong, to 

Cuba and London, where Bond 
meets up with Jinx and Miran¬ 
da Frost, two ladies who are to 
play important and differing 
roles in his quest to unmask a 
traitor and prevent a war of cat¬ 
astrophic consequences. Hot on 
the trail of principal villains 
Gustav Graves and Zao, Bond 
must travel to Iceland, w here he 
experiences firsthand the power 

of an amazing new weapon be¬ 
fore having a dramatic con¬ 
frontation with his main adver¬ 
sary back where the adventure 
started, in Korea. 

Pierce Brosnan, who was 
donning 007’s tuxedo for the 
fourth time, said, "Despite pop¬ 
ular opinion. Bond will not be 
capturing Osama Bin Laden in 
the new adventure. I’m back 
playing Bond because I'm hon¬ 
oring my contract. Do I want to 
make another one afterwards? I 
don’t know yet. It lakes a lot of 
stamina to make these films, 
and I might feel I in too old 
next lime. I do want to leave on 
a high. For a Bond movie to 
work, it needs the actor playing 
him to he courageous enough to 
push the envelope. If I'm still 
prepared to do that next time. 
I’ll slay on. 

"The premise for the new 
movie is an interesting one. and 
one that hasn’t been seen be¬ 
fore. Its starting point is a situa¬ 
tion that has never happened to 
the character before. While the 
character is like slipping on an 
old pair of shoes for me, to 
some degree. I’ve always gone 
back to what Fleming pul down 
in his books for inspiration. 
That has been my preparation 
here, too. Ownership of the 
character is difficult, because of 
the talented men who have 
gone before me. But the charac¬ 
ter has been mine now through 
three successful movies, so I 
must be doing something 
right." 

The new Bond girl on the 
block was Halle Berry, star of 
X-MEN and SWORDFISH. 
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She said. "I was recently inter¬ 
viewed by actor Samuel L. 
Jackson for Interview maga¬ 
zine, and he asked me what my 
name was going to be in the 
Bond. When I told him it was 
Jinx, he looked crestfallen and 
said he had hoped it would be 
something like Cinnamon 
Buns. But Jinx is a groovy 
name. And. no. there aren't any 
topless scenes in the movie. 

"I'm proud to he a Bond 
girl, because I grew up watch¬ 
ing the Bond movies. They are 
a part of the fiber of growing 
up. almost. It's a little surreal to 
be here, hut I hope I do as good 
a job as the women before me. 
I've got the opportunity to al¬ 
low women to lake a ride on the 
Bond fantasy train, because this 
adventure isn't just all about 
the boys. Sure, the bullets will 
fly and explosions will be deto¬ 
nated—that's the fun aspect of 
the series, because it also ad¬ 
heres to a strict code of ethics.** 

Although no one confirmed 
it during the press launch, it 
was known that the story in¬ 
volves a device enabling facial 
mutation. Rumors also indicat¬ 
ed that the villain Zao eludes 
Bond by undergoing a transfor- 
illation to turn him into Gustav 
Graves. Martial arts expert 
Rick Yunc. a former catwalk 
model who also appeared in 
THE FAST AND THE FURI¬ 
OUS and would play North Ko¬ 
rean general Zao. said. "There 
have been many amazing vil¬ 
lains before me. but I promise, 
this lime. Bond will have his 
hands full. He won't be expect¬ 
ing me." 

Toby Stephens, who picked 
up the role of Gustav Graves, 
added, “Clearly. I have huge 
shoes to fill. I am a Bond child, 
and we would watch the movies 
at family functions. 1 knew I'd 
never get the chance to play 
Bond, so getting a villainous 
role is the next best thing.” 

Producers Wilson and Broc¬ 
coli chose another distinctive 
director. New Zealand film¬ 
maker Lee Tainahori (ONCE 
WERE WARRIORS. THE 
EDGE, and ALONG CAME A 
SPIDER) to take the helm of 
BOND XX. The director said. 
"I've been a big fan of the 
Bond movies most of my life. I 
can still remember buying the 
FROM RUSSIA WITH LOVE 
soundtrack when 1 was fifteen 

V* I 

ONE MORE SHOT'* Picfcp J.l-AC'' 7 

Btosn.m .iq.nn nss.iys tin- EY 

role ot James Bond in 
BOND XX. 

Solaris space 

years old. To me. 
the Bond movie 
is a kind of im¬ 
pregnable 
fortress of film¬ 
making. It used 
to be about girls, 
gadgets and a 
hr- hr 

good-looking 
spy. and then it 
changed shape 
and is now about 
girls, gadgets, a 
good -looking 
V hr 

spy...and big ac¬ 
tion. It is a time¬ 
less thing and is 
constantly evolv¬ 
ing." 

"I expect to 
be wrung out like 
a dish rag at the 
end of shooting, 
w hat with having 
to supervise five 
separate units, 
but that's the 
pressure you put 
up with to join 
one of the most 
illustrious clubs 
of directors in 
film history.” 

The pre-cred¬ 
its sequence had 
already been 
filmed in Hawaii 
(high point: se¬ 
cret agents shoot- 
ing the curl on 
high-tech surf¬ 
boards containing 
hidden w eapon¬ 
ry), and the major 
Ice Palace set— 
within which a 
unique under¬ 
glacier car chase 
would occur— 
was under con¬ 
struction at Pine- 
wood's enormous 
007 Stage (the 
reason why BE¬ 
YOND THE ICE 
was mooted as a title at one 
point). BOND XX would also 
mark the return to the fold of the 
beloved Aston Marlin car. this 
time with the top-of-the-range 
VI2 Vanquish serving 007 in the 
capacity the DB5 did all those 
years ago. 

Other details gleaned from a 
lightning tour of the production 
design department—once more 
supervised by Bond veteran Pe¬ 
ter Lamont—included draw ¬ 
ings for a giant greenhouse, a 

station, diamond mines, the ex¬ 
otic Peninsula Hotel, and Roho- 
cop-style armored suits. 

The filmmakers were candid 
about the competition they'd be 
facing—come the November 
12 release date, BOND XX will 
be going up against such 
heavyweight competition as 
HARRY POTTER AND THE 
CHAMBER OF SECRETS and 
THE LORD OF THE RINGS: 
THE TWO TOWERS. But pro¬ 
ducer Wilson said. “I am con¬ 

vinced that the tremendous suc¬ 
cess of the James Bond series is 
directly attributed to the quality 
that the pictures have been able 
to maintain. Cubby Broccoli al¬ 
ways insisted on the films hav¬ 
ing high production value and 
thrilling action, which is no 
doubt why they continue to be 
successful. Barbara and 1 will 
continue to produce the Bond 
films in the same way. and 
hopefully repeat the massive 
success of the last three Pierce 
Brosnan adventures.” CIR& 
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Can Poe Survive the Machinations of a Mad 
Effects Specialist and His Band of Puppeteers? 

si 

* 

Hr* A 

Jurgen Heimann, 
the mastermind be¬ 
hind the scares and 
humor of THE 
PUPHEDZ, Brillig 
Productions' revo¬ 
lutionary rethink- 
ng of the puppet 
how. Utilizing 
ate-of-the-art spe- 
al effects as well 

xs tried-and-lrue 
ethods of pup- 

By Todd French 

The images could have 
been dredged out of a me¬ 
dieval Bosch or Brcughal 

painting: a thuggish. snaggle- 
toothed peasant hauls a travel¬ 
ling puppet carl across a deso¬ 
late wasteland. The cart trundles 
past a dead, denuded tree, a 
skeleton hanging from its bare 
limb. From the cart’s wooden 
sides, garishly painted signs 
proclaim, “SAP N' SAW¬ 
DUST." and “HORROR 
SHOW." The cart-puller comes 
to a halt, and twitches aside the 
vehicle’s curtain, taking us into 
a world of mayhem, belly- 
laughs. and wonder. 

Kermit and Piggy step aside: 
THE PUPHEDZ are coming. 

Welcome to the macabre, hi¬ 
larious. horrific imaginings of 

peteering, the series’ first 
installment, "The Tattle- 
Tale Heart" was expected 
to be completed February. 
2002. Episode Two. anoth¬ 
er Poe adaptation, "The 
Cask of Amontillado," is 
set to follow shortly after. 
Though the first episode 
has yet to find a distribu¬ 
tor. Heimann intends to 
pitch the project via the 
festival circuit. 

Discussing his against- 
the-grain mixture of may¬ 
hem and amusement, cre¬ 
ator and Brillig Produc¬ 
tions founder Heimann ex¬ 
plained what sets the 
PUPHEDZ apart from 

other puppet series: “We take 
classic tales of terror from au¬ 
thors like Poe and (Robert) 
Stevenson, and give them a 
contemporary PUPHEDZ twist. 
I’d like to think we’re actually 
introducing some segments of 
our audience to these stories, 
and that they will explore the 
original works on their own. 
Our first few episodes will be 
horror, but future ones will uti¬ 
lize different genre material. " 

Billed as a 
"truckload of 
humor, hor¬ 
ror. and hip 
weird ness," 
the show’s 

extremely odd and violent vi¬ 
sion of puppeteercd entertain¬ 
ment is definitely aimed at older 
children, teens, and the nasty, 
twisted kid that skulks within in 
the soul of every adult. Square¬ 
ly targeting those viewers who 
appreciate the insouciant humor 
of THE SIMPSONS and the 
dark and demented stylings of 
Tim Burton (ala his famous, 
short paean to Vincent Price, 
VINCENT), THE PUPHEDZ, 
Heimann feels, will have no 
problem finding its own de¬ 
manding and enthusiastic audi¬ 
ence. Heimann and the rest of 
the Brillig team believe that 
young Burton and Groening 

fans, as well as 
watchers and 
readers of the DREAD ON ARRIVAL: German-expres¬ 

sionist design sense and puppets fash¬ 
ioned to express the full range of human 
suffering lend PUPHEDZ its distinctive 
ambiance. Characters, from left to right: 
Leif Applebaum, Woodrow Larchbottom 
III. and Douglas "Chip” Fir. 
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young-adult Goosebumps and 
Harry Potter series, will find 
the PUPHEDZ cast to their lik¬ 
ing. 

Though the shadow of Poe 
looms large over the first and 
second installments, the dark 
universe of the PUPHEDZ 
owes equal debt to, as Heimann 
put it, "the cart-and-puppet 
stagings (that entertained peo¬ 
ple) before the Brothers Grimm 
walked the woods.*’ The Cart 
Puller (played by Clayton Mar¬ 
tinez). who serves as the mute 
proprietor of the PUPHEDZ, 
and figures in the opening and 
closing wraps, ties the series in 
with the timeless traditions of 
those who have long regaled 
audiences with strange and 
troubling tales. 

Heimann (whose personal 
credits include HOW THE 
GRINCH STOLE CHRIST¬ 
MAS. THE WILD, WILD 
WEST. PLANET OF THE 
APES. MEN IN BLACK, and 
MEN IN BLACK 2) took a mo¬ 
ment from his current project. 

the Amer¬ 
ican ver¬ 
sion of the 
Japanese 
scare- 
show 
THE 
RING, to 
discuss 
his labor- 
o f -1 o v e 
puppet 
extrava¬ 
ganza. A 
veteran of 
twenty 
m o t i o n 
pictures, 
whose 
first film 
credit was 
Stuart 
Gordon’s 
1987 big- 

robot flick ROBOJOX. 
Heimann laughed as he recalled 
the curious circumstances be¬ 
hind the show’s inception: 
“Three years ago I was working 
on an entirely different project, 
a live-action film culled 
CLAMBAKED. While Ryan 

Vaniski and I were 
building props for 
this film, we lis¬ 
tened to this radio show called 
THE WEIRD CIRCLE. They 
were performing a version of 
Poe’s The Tell-Tale Heart, After 
a while, we started laughing, 
because the thing was so overly 
dramatic. At some point we 
looked at each other and said. 
Hey, wouldn't it be fun if we 

did a puppet show based on this 
story?’’’ 

From that impromptu com¬ 
ment, the concept of creating a 
puppet ensemble cast enacting 
classic tales of horror and mys¬ 
tery grew, as did a desire to 
leaven the show’s violence with 
liberal dollops of humor. Not 
your standard touchy-feely bits 
of balsam, the PUPHEDZ cast 
includes Woodrow J. Larchbot- 
tom III, Leif Applebaum. Peter 
Fekhvood. and Douglas "Chip" 
Fir (whose tongue-in-cheek 
credits include THE PHAN¬ 
TOM OF THE LUMBER¬ 
YARD, PULP FRICTION, and 
ROSEWOOD PLANKS AND 
TWO-BY-FOUR ARE DEAD). 

The four regu¬ 
lars w ill appear 
in the two afore¬ 

mentioned Poe segments, as 
well as a series of what He¬ 
imann hopes are fun. genre- 
hopping episodes. 

The fifty-minute “Tattle- 
Tale’’ and the follow-up 
“Amontillado” will kick-off 
what Heimann hopes will be a 
successful franchise. While 
Heimann was coy about giving 
away the changes to the next 
Poe adaptation, he did say that, 
“the original plot, a revenge 
piece about a man entombing 
his enemy alive, will still be at 
the core of the story." 

Said Heiniann. “I wanted to 
take a different approach from 
the classic hand-in-head tech¬ 
nique of the Muppets and simi¬ 
lar puppets, to work with a dif¬ 
ferent set of aesthetics." Point¬ 
ing out the fact that a Muppet is 
essentially a hand-puppet of 
plastic shells, soft foam shapes, 
and fabric, Heimann stated, 
“The PUPHEDZ could not be 
farther front that kind of charac¬ 
ter. We deliberately went in our 

PUPHEDZ creator Jurgen 
Heimann poses with his 
cast. 

9 



own direction for design and in¬ 
spiration." 

The proof of Heimann's aes¬ 
thetic is evident in the rough, 
woodgrain-embossed look that 
he has given his protagonists. 
The PUPHEDZ resemble the 
sort of marionettes you might 
see if you humped into the very 
cavalcade of horrors that the se¬ 
ries' opening sequence show¬ 
cases. While aspects of 
PUPHEDZ creation indeed em¬ 
ploy standard methods of pup- 

nianship of course, hut the dol- the same time. “We had to use 
lars." five or six different rigs. It took 

In terms of the creation of about fifty takes and about two 
each puppet. Heimann split the hours before we got it down, 
design and sculpting chores That was just walking the 
with co-puppeteer Ryan Vaniski Puphedz through a door. In a 
(a member of the International live-action film, you'd get the 

it with enthusiasm, because we Thespian Society, who has take within ten minutes." 
are doing a good job. The char- w orked in the industry as both -Getting a variety oi tacial 
acters ar^ funny, the sets are in- an actor and puppeteer for the expressions from a fairly rigid 
teresting. and itVimpressive last twenty years) and dim puppet is also a taxing process,, 

jr Kundig. Heimann sculpted unlike the wealth of emotions 
is re- “The Killer4 (the puppet that one can cull from a human ac- 

as tor. Said Heimann. “The pup- 

work has been diminished. 
Nevertheless, artists such as 
Heimann and his PUPHEDZ 
crew maintain a positive out¬ 
look. "Our show is centered on 
the idea of puppets." Heimann 
said. “People are responding to 

because it’s real 
"I think puppeteering 

garded in a variety of ways—it dventuully became known 

and Judy for the 21st Cenlury"j’ time. In general, however. I gel 
The effects team made exten- ' the feeling that most of the Hdl- 
sive use of fod. string, cable, lywood community doesn’t take 

buum). 
spectioj 

parsing final in- hi keeping with the dark and 

and remote-control technolo¬ 
gies to operate their PUPHEDZ 
stars. Heimann and team also 
made use of Modern computer 
technology to bring the gang 
marionettes to tenebrous lift 
Quipped Heimann. “T 
process of creating one of thei 
guys is difficult and time coi 
suming. First, we start wi 
sketches of each of the indivi 
ual puppets. Then, once that’ 
done, sculptures, molds, me¬ 
chanical parts, and a variety of 
individually crafted odds and 

it seriously as an art or craft. 
Puppeteering is a difficult job, 

d so is directing a puppet sc- 

. 

It’s simply that no 
iink/ahout flTIn my 

daysJh Hollywood. I worked 
briefly in stop-motion anima¬ 
tion wit hi a rgreat animator 
named David Allen. Here again 

ends all have to come together is another great art form that is 
before we can even assemble totally underrated. Audiences 

and industry' people are amused 

leimann. the loff-kilter aesthetic Heimann 
puppets were then painted by and fellow effects-artist Vaniski 
Mark Killings worth. ? .%/§ wanted to impart to the series. 

Heimann explained that the the crew has come up with a 
first assembly edit was keeping look that is at times a surreal 
pace with the shooting, with the rmcjd of Kermil meets CALI- 

Casuttgback to his work next xtep to include digital pro- GARI (Heiinrtnn cites that cJas- 
b one of fffcdom’!? stdp-m$-> cessing that will not onlykadd sic of German-expressionism as 

urns. Heimann added. **! speejaf effects for certain Vital a major visual nod for "Tattle- 
■ shots, but also remove rods and Tale Heart"), with a little bit of 

mechanical puppetry de- Di. Seuss thrown into the mix. 
in certain instances. “At From the brief trailers provided 

,” Heimann added, by Brillig. that ambience is cer- 
etcer gang and I w ill tainly in evidence: in the span 
an ADR voicing ses- 

hink there^ 
prejudice per se 

bdilt 

■of a few minutes, you get 
sound effects mixing, brooding houses that are as liq- 

while-our composer Terry Mann uideseent as Daliesque watches; 
puts together the music tracks!" shaflow-webbed asylum interi- 

Cdfitrasting puppeteering ors captured in menacing low- ng puppeteeril 
with live-action films. Heimann and paint the character. Each 

puppet has a different body and entertained by the finished said, “To me. live-action direc¬ 
tors have it easy. Often, [with 

type, and the generic body parts 
have to be enhanced w ith Magic 
Sculpt resin. The final step, of 
course, is assembly and paint¬ 
ing." 

As CGI becomes one of Hol¬ 
lywood’s most-used tools, the 
necessity of conventional FX- 

SANDY BARREN: Filming 
the puppet caravan pro¬ 
logue, a harkening back to 
puppetry’s darker roots. 

results, but 
they rarely 
think about 
what went 
into creating it. If it’s suc¬ 
cessful and makes a lot of 
money, then they are im¬ 
pressed. Not by the crafts- 

angle shots; and a sense of riot¬ 
ing, pei’spective-vvarping distor¬ 
tion that Heimann and crew im- 

puppetry | capturing a simple print on every scene. Genre tans 
move can require the most should have no trouble locking 
elaborate rigging process." into the wacky manner in which 
Heimann described a simple Heimann and his wooden-head 
shot in which he had to have cast tweak our genre expecta- 
two puppets enter a door at tions; when a PUPHEDZ pro¬ 

tagonist picks up his daily pa¬ 
per, the headline screams: 
“HOUSE OF USHER 
FALLS!" Throw in a pair of 
bumbling cops and a literally 
explosive finale involving the 
straitjacketed villain, and you 
have a clear idea of the 
PUPHEDZ’s aesthetics. 

While the short PUPHEDZ 
trailer gives scant clues as to 
how Heimann and Co. have 
fleshed out Poe’s original, terse 
narrative about a lunatic driven 
to murder by his revulsion of an 
old man’s hideous eye. visual 
bits suggest the new, w hacky 
rereading of the tale. The exte¬ 
rior house set, built by 
Heimann. Kundig. and Vaniski 



over the course of four to five 
weeks, boasts not a single right 
angle (the place would have 
warmed the heart of any 
denizen of Shirley Jackson's 
The Haunting). Emphatic cue- 
cards spell out promised thrills 
-“INSECTS!” “CALCU¬ 

LUS!" “DYNAMITE!”—while 
Heimunn wraps the preview in 
a Hitchcockian ambiance, ap¬ 
ing the Master's tongue-in- 
cheek trailer for PSYCHO as a 
giant hand gives (he viewer a 
tour of the house of horrors 
where the action plays out (fur¬ 
ther behind-the-scenes peeks 
and trailers can be glimpsed by 
the visiting the 
PUPHEDZ.COM web site). 

One of the more intriguing 
(and involved) effects for the 
“Tattle-Tale Heart" was the tit¬ 
ular organ, which figures even 
more prominently than in (he 
original story. Though con¬ 
structed primarily out of foam, 
it had animated devices operat¬ 
ed by air bladders and control 
cables, and required four pup¬ 
peteers to operate. As for other 
props, a Makita air compressor 
was used to operate the bellows 
that make up the Old Man's 
lungs, while three versions of a 
fireplace set were built for a sin¬ 
gle scene in which the Skinny 
Cop falls down the chimney 
during an investigation of the 
murder house. 

According to the PUPHEDZ 
creator, he had considered a 
more classical approach to the 
Poe story before opting to go 
for the funny-bone: “What hap¬ 
pened was that (“Tattle-Tale"| 
devolved into a more chaotic 
environment. When we first ap¬ 
proached the story, we intended 
to go back to the trappings of 
the original tale. We were going 
to stick with the lime period and 
play it fairly straight. But when 
we started to expand the origi¬ 
nal story, which is only three or 
so pages long, we started to find 
the humor, and added bits and 
pieces, such as the asylum se¬ 
quence." 

The scripting chores on “Tat¬ 
tle-Tale" were shared by 
Heimann and writer-puppeteer 
and associate producer Jim 
Kundig, who started out profes¬ 
sionally as a modelmakcr and 
effects designer, working with 
Heimann on HONEY, I 
SHRUNK THE KIDS. 
Kundig’s puppeteering/effects 

EDGAR ALLEN S NOT HIMSELF 
THESE DAYS: A bit of Hitchcock 
seems to have worked its way into 
the concept art for PUPHEDZ s 
"scene of the crime/* 

credits also 
include 
GODZILLA. 
BICENTEN¬ 
NIAL MAN. 
and the recent 
MONKEY- 
BONE. Di¬ 
rector of Pho- 
t o g r a p h y 
Mark R. 
Leins, who 
embues THE 
P U P H E D Z 
with its off¬ 
beat and 
queasy per¬ 
spective. has 
assisted on 
GODZILLA 
and DROP 
ZONE, as L 
weil as served as camera assis¬ 
tant while shooting a multitude 
of commercials. Heimann gives 
Leins considerable eredit for es- 
tablishing the show's dark and 
brooding quality, a tone that's 
amply displayed in the episode 
trailer. "I can’t stress how much 
Mark has added to the intensitv 
of “Taltle-Tale”*s look." 
Heimann stressed. 

Heimann spoke about the 
writing process for the next 
PUPHEDZ episode, "Amontil¬ 
lado,'* which has been tenta¬ 
tively retitled "A Barrel of 
Booze." Heimann cites the 
works of satirist David Sedaris 
as inspiration. The process for 
the second episode was consid¬ 
erably different from the three 
or four script meetings and 
general improvisation of “Tat¬ 
tle-Tale:" “Basically, we broke 
down the writing assignment 
into segments. We went for a 
stream-of-consciousness ap¬ 
proach where everyone had 
their own five-minute segment. 
Everyone got a chance to write 
what they wanted about the 
main characters, letting the 
narrative wander in all these 
weird little directions before 
we wrapped it up. In spite of 
this, we actually have stayed 
fairly close to the original 
piece. It's still a very claustro¬ 
phobic tale." 

Regarding the show's level 
of violence, Heimann assured 
CFQ readers that there would 
be plenty on hand, though any 
splash of grue would he of the might air the short films. Al- 
arboreal kind. “What can I say? though Heimann plans to 
I know violence in the media is showcase his ensemble on the 
politically incorrect, but the festival circuit, the idea of de¬ 

fact is . that 
a u d 1 e n c e s 
want it. They 
practically 

demand it. There is blood in 
The Tattle-Tale Heart* 

episode, but it's ‘puppet 
blood.' Think of it as tree sap. 
In the end—within the context 
of the show—you'll see it's all 
special-effects. The violence 
is...well...it’s puppet violence. 
In the grand tradition of Punch 
and Judy, the Puphedz slap 
each other, club each other, and 
chop each other to pieces." 

As for changes in tone for 
the puppet series should the first 
two episodes prove successful, 
Heimann said, “While the first 
two. films are definitely horror. I 
think I would really like to see 
the PUPHEDZ films branch off 
into other genres. I would like 
to do some of the PUPHEDZ 
episodes as action-adventure 
and science-fiction. For exam¬ 
ple, if one episode is sci-fi, in¬ 
stead of having the Cart Puller 
haul in the cart, you'll have him 
come in on a spaceship." 

Heimann laughed. “Also, 
for a science-fiction piece like 
a Bradbury story, the ensemble 
might not he made of wood: 
instead, they would be 
chrome-plated or made of iron. 
I think it would be really fun to 
reinvent the cast in terms of 
that kind of genre material." 

Heimann realizes that the 
opportunities for the distribu¬ 
tion of short films is distinctly 
limited hut feels that it is pos¬ 
sible that one of the cable net¬ 
works, such as HBO or The In¬ 
dependent Film Channel. 

veloping the PUPHEDZ for 
TV is definitely an option he 
entertains. Said Heimann. 
“The first two episodes will 
each he an hour long. If I can 
land it as a television series. 1 
think it would come off best as 
half-hour episodes. I think it 
would work in that kind of for¬ 
mat." 

Commenting on changes in 
the story strictures in the fu¬ 
ture, Heimann said. “Another 
aspect of the show, that differs 
from your typical puppet 
show—or most sit-coms—is 
that we are not going to limit 
ourselves to a fixed number of 
sets. Since every show has a 
completely different story, 
completely different sets need 
to be built. I even plan to ex¬ 
plore a variety of different art 
direction styles. The “Tattle- 
Tale Heart" episode looks a 
great deal like the artwork 1 
have been creating over the 
past several years. It is in¬ 
spired hv everything from 
CABINET ()l "l)R. CALI- 
GARI to Salvador Dali. But in 
future PUPHEDZ. I d like to 
tackle impressionism, cubism, 
abstract art. pop art. even uruf- 
fiti art." 

Added Heimann. “Anything 
and everything is fair game. 
The challenge will be figuring 
out how to incorporate puppets 
into these environments. I am 
even exploring different ways 
we can tell each story. Natural¬ 
ly. we want to maintain a cer¬ 
tain level of fun: I don’t think 
we want to find ourselves 
preaching about starving 
Ethiopians, burning rain 
forests, and cancer research. 
Serious issues. I agree, hut is¬ 
sues best not addressed hy a 
bunch of silly puppets." 

11 



THE TEXAS CHAINSAW 

Former Cannibal Jim Siedow Recalls 

Good Times and Bad Smells 

By Aaron Tallent The story is simple: Some 
college kids venture in¬ 
to rural America, meet 

some demented, cannibalistic 
natives, and are never heard 
from again. The plot has been 
used in low-budget horror 

films for the past twenty 
years. But in 1974, when the 
cast of THE TEXAS CHAIN¬ 
SAW MASSACRE banded to¬ 
gether to make what they 
hoped would merely be a 
good. B-grade. drive-in 
movie, what they ended 
up with was something 

with an intensity rarely seen in 
the genre, a motion picture 
many critics list as one of the 
top five horror films of all 
time. 

Then, like the characters 

V 

MASSACRE were makeup. Above: A 
table full of meat, a house without air- 
conditioning, and an all-day shoot left 
cast and crew gasping for air. 

they played in the 
movie, the actors and 
actresses simply dis¬ 
appeared. 

Jim Siedow played 
the Cook in MAS¬ 
SACRE and Drayton 
Sawyer in THE 
TEXAS CHAIN¬ 
SAW MASSACRE 
PART 2, and now 
lives in Houston 
with his wife and 

soon-to-be director—then a 
student at the University of 
Texas—was appearing in as 
an extra. Siedow said Hoop¬ 

er later called him and asked 
hint to appear in MASSACRE. 

Many of the scares and 
chills of MASSACRE are due 
to the film’s independent, doc¬ 
umentary-like feel, a fact that 
made Siedow's casting all the 
more ironic. While many of 
the other actors and actresses 
in the movie had little connec¬ 
tion to the film industry, 
Siedow was hired specifically 
because of his professional 

three children. Siedow met 
MASSACRE director Tobe 
Hooper in the early 1970’s on 
the Austin, Texas set of THE 
WINDSPLITTER, a film that 
Siedow was acting in, and the 



standing. “Tobe was making a 
student film,” Siedow re¬ 
called, ‘’and in order to get the 
film accredited by SAG 
(Screen Actors Guild) they 
had to have SAG actor.” 

THE TEXAS CHAINSAW 
MASSACRE was filmed on a 
shoestring budget, mostly in 
two locations outside of 
Austin. Rumors have circulat¬ 
ed throughout the years of the 
difficulties encountered dur¬ 
ing the shoot. Case in point: 
Siedow admitted that actress 
Marilyn Burns received some 
bruises during the shoot, and 
he inflicted them. At the end 
of a chase in which Burns’s 
Sally escapes from Leather- 
face (Gunnar Hansen), the 
hysterical woman seeks the 
protection of Siedow’s Old 
Man. Moments later, she real¬ 
izes he is part of Leatherface’s 

said, ‘That’s a 
take,* and Marilyn 
fainted.” 

The production 
of THE TEXAS 
CHAINSAW MAS¬ 
SACRE was gruel¬ 
ing in other ways. 
People who have 
seen the film well 
remember the din¬ 
ner sequence where 
the cannibalistic 
family sits down to 
a hearty meal, their 
table loaded with 
several, somewhat 
suspicious meats. 
Siedow said the 
scene was filmed 
on his last day with 
the shoot. “What 
had happened was 
that the scene was 
filmed in the mid- 

GOING PRO: Jim Siedow (left on 
stairs in the family portrait above and 
on the right at the dining table, left), 
gave the MASSACRE shoot union le¬ 
gitimacy and the actor his most noto¬ 
rious role as a Texas cannibal. 

cannibalistic clan when he 
shows up with a burlap bag 
and a club. 

The scene then called for 
the Old Man to beat Sally 
(Marilyn Burns) with the club 
and force her into the hag. 
This was something Siedow 
had difficulty doing, since the 
movie's low budget did not al¬ 
low for a Styrofoam or rubber 
broom handle, and Siedow 
would be required to hit Burns 
with the real thing. 

“1 couldn't do it,” said 
Siedow. “I tried and tried, but 
couldn't bring myself to do it. 
Finally. Marilyn said, ‘Come 
on. Jim, hit me. I just want to 
get through this scene.’ So I 
did. On the eighth time, they 

die of the summer. Texas is 
mighty hot. There was no air 
conditioning in the house and 
[the shoot| went on for twen¬ 
ty -six hours. After a while, 
some of the animals on the 
table began to smell. It wasn't 
easy. The lampshade in the 
house was made of bone and it 
began to heat up loo. People 
would have to go outside to 
get fresh air." 

Stories have circulated that 
the cast and crew did not get 
along, and much of the cast 
despised director Tohe Hoop¬ 
er. Even though his shooting 
schedule required him to be 
there only a week, Siedow 
said, “I’ve heard the same ru¬ 
mors, but I did not see any¬ 

body on the crew 
mad at each other. I 
would say. among the 
cast and crew, every¬ 
thing there was very 
friendly." 
Jim Siedow was the 

only actor to return for THE 
TEXAS CHAINSAW MAS¬ 
SACRE PART 2. He was the 
Old Man again, but the char¬ 
acter was now named Drayton 
Sawyer. Siedow noted that 
there has been some confu¬ 
sion over the relationship of 
MASSACRE’S central family. 
In the first film, the clan con¬ 
sisted of Lcatherface, the 
Hitchhiker, the Old Man. and 
Grandpa. Most viewers think 
the Old Man is the father and 
Lcatherface and Hitchhiker 
are the sons. However, 
Siedow noted that his charac¬ 
ter is actually a brother to the 
two. In PART 2. the family 
consisted of Siedow’s charac¬ 
ter. Lcatherface, and Chop 

Top. Siedow said Chop Top 
was another brother who was 
fighting in Vietnam during the 
first movie, and whose money 
from the G.I. bill allowed the 
family to buy a chili catering 
business. (Everything clear 
now?) 

The family also carries a 
stuffed corpse around with 
them. “That was (he Hitchhik¬ 
er” explained Siedow (the 
Hitchhiker was run over by a 
truck in the first film). “Some 
of these things never came out 
clear in the movies." 

THE TEXAS CHAINSAW 
MASSACRE PART 2 was 
Siedow’s last movie. He re¬ 
ceived an offer to appear in 
THE TEXAS MASSACRE: 
THE NEXT GENERATION. 
However, said Siedow. “They 
were back to low-budget, and 
they weren't going to pay 
anything." When asked if he 
would ever come back for an¬ 
other sequel, the eighty-one 
year-old actor said, “I would¬ 
n’t do one now." 
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With an HBO Series and a New Toy Line, 
the Man Can’t Stop Making Monsters 

By Dan Scapperotti When it conies to otherworldly 
creatures, few can compete with 
Stan Winston, the four-time 

Academy Award-winning effects wizard 
who created the Predator, the Terminator, 
ALIENS’ Queen alien, and. of course, 
those frisky dinosaurs of JURASSIC 
PARK. Recently. Winston teamed with ac¬ 
tress-producer Colleen Camp and Lou 
Arkoff. the son of legendary movie pro¬ 
ducer Sam Arkoff. to produce a series of 

from his father’s library," said Winston, 
"using these classic movie monster titles 
like THE SHE CREATURE. HOW TO 
MAKE A MONSTER. EARTH VS. THE 
SPIDER, TEENAGE CAVEMAN, and 
THE DAY THE WORLD ENDED, and 
coming up with brand new story concepts 
that are much more today. We would get 
new talent, new directors, writers, and 
pay homage to the ’50s B-horror movie. 
We’d have the Stan Winston Studio cre¬ 
ate new creatures and characters with the 

and SWINGING CHEERLEADERS. She al¬ 
so plaved Faye Clayton in the new HOW TO 
MAKE A MONSTER film. “Colleen and 
Lou are very close friends," said Winston. 
“She has produced other movies. Because ot 
her history as an actress, she has a lot of 
friends in the acting community. One of 
Colleen’s main tasks was to help us get these 
small-hudget movies that were made for the 
small screen cast with recognizable east 
members that would help us get the movies 
made. Her experience with production and 
casting were very' important to this project." 
Such actors as Randy Quaid. Dan Aykroyd, 
and Theresa Russell are featured in the films. 

When asked how he developed these 
new creatures. Winston replied mischie¬ 
vously, “I never do anything. I just take 
credit tor everything. I have a slew of prob¬ 
ably the most brilliant artists and technical 
geniuses in the world, and over the years 
they have been designing and creating the 
characters that I have received so much 
credit for and that I will continue to take 
credit for.” 

For the most part. Winston’s creatures 
are combinations of uni- 
matronics and actors in 
suits. “There is a certain 
amount of CG when we 
want to create tricks with 
what we have created." 
said Winston, “but all of 
the characters in CREA¬ 
TURE FEATURES are 
actual, live-action charac¬ 
ters. In fact, each requires 
an actor to create a perfor¬ 
mance—they are actor- 
driven characters, not 
technically-driven charae- 

idea that, in each of these movies, we 
would be introducing a new 
creature character. Not just 
a monster thing, but that the 
creature itself would have 
character." 

The third member of the tri¬ 
umvirate. Colleen Camp, ap¬ 
peared in such films as 

D.A.R Y.L, 
DIE HARD 

B-POWER: Stylish produc- wn u a 
tions and a bit ol star glamor 
(such as SHE CREATURE S V h N - 
Rufus Sewel below and Rya GEANCE, 
Kihlstedt left) set Stan Win¬ 
ston s CREATURE FEATURES 
above the low-budget pack. 

five monster films for HBO. 
Lou Arkoff and Winston had 

worked together on Disney's IN¬ 
SPECTOR GADGET. Arkoff ap¬ 
proached Winston through Shane 
Mahan, a twenty-year veteran of 
the Winston Studios. “Lou came to 
me with the idea of taking the titles 



ters. We used technology to help create 
some of the magic and illusion of what 
they look like hut. across the board, all the 
creatures in CREATURE FEATURES are 
actor-driven.” 

Shooting Five feature films in a com¬ 
paratively brief amount of time look plan¬ 
ning. All the films were produced in 2001 
for October airing on the cable giant. 
‘They were literally overlapping one an¬ 
other." said Winston. “We were shooting 
one. going into pre-production, and then 
cutting another one. Never were we shoot¬ 
ing at the same time, but we were devel¬ 
oping or finishing." 

Producing five films on a cable budget 
and a tight time frame offers a 
significant 
challenge to 
any filmmak¬ 
er. “For me, 
the most chal¬ 
lenging and sat¬ 
isfying in the 
long run and my 
favorite was SHE 
CREATURE,” 
said Winston. 
“I love that 
character. It 
was also very 
challenging for 
the actress, as far as 
her performances as 
the mermaid in the 
first stage, and the fi¬ 
nal stage of the de¬ 
mon, the queen of 
the lair. In fact, at the 
end of the movie our 
actress had to wear a 
tough rig to create the 
illusion of her literally 
slithering along the 
decks of the ship. It 
was a tough one.” 

EARTH VS. THE SPIDER 
offered ifs own set of challenges, “It’s a 
wonderful story about a young man who is 
a comic book superhero fan who injects 
himself with a spider serum.” said Win¬ 
ston. “He turns into a spiderman of sorts, 
hut not the superhero he wanted to be—a 
wonderful concept. We were creating a hu¬ 
manoid character we had never created be¬ 
fore: part man, part spider, with articulated 
spider legs and a completely articulated 
spider head. A human actor was involved in 
the performance of creating this character. 
There were levels of the metamorphoses 
that were difficult, slowly taking us from 
his human form to his spider form. Artisti¬ 
cally. it was not an easy costume for the ac¬ 
tor to wear." 

Tied in with the HBO series has been 
the inception of Stan Winston Creatures, a 
new line of multiple-series action figure 
toys. “Years ago." said Winston, “pretty 
much all of the iconic characters that have 

been created at 
my studio—like 
the Predator and 

the Terminator— 
have been licensed. 
For many years, I 
would be disappointed 

with the artwork that 
would go into 
these toy lines. A 
few years ago. a 
guy came on the 

TIME WARP: Including fannish ob¬ 
sessions such as video games (tor 
HOW TO MAKE A MONSTER, be¬ 
low) and comic books (EARTH VS. 
THE SPIOER, above) give each 
CREATURE FEATURES story a 

scene by the name of Todd McFarlane. 
Todd started doing it right. He proved 
that you could raise the bar of the art 
and the integrity of the characters. In 
fact. Todd started bringing out action 
figures of some of my characters. He did 
them with class and a hit of style, and 
proved that the buyer did know the dif¬ 
ference. In fact it was Todd McFarlane 
who inspired me and paved the way for 
me to think. You know what? People do 
care. It just so happens that when I de¬ 

cided to start my toy 
company, it coincided 
with my co-producing 
these five films for 
HBO-Cinemax." ©IP'S 
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By Dan Scapperotti 

Dinosaurs and lost conti¬ 
nents have long held a 
fascination for author/il¬ 

lustrator James Gurney, inte¬ 
grating his artistic talents with 

W Gurne 
idiant for the f 

mark director Steve Baron 
(acted him and asked if 
would be interested in the pr 
ject. “I was familiar with th 
books because I had bought 
them earlier in the year for 
some research 1 was doing 

id Brambilla. "Wilhm a cou 

very good craftsmen who are 
able to deliver amazing produc¬ 
tion value,” the director said. 
“We were able to get very good 
special effects people. I had all 
the resources I needed to pull 

Gurney created perhaps the 
most recognizable lost civiliza¬ 
tion in the last twenty years: 
Dinotopia, No Skull Island, 
Dinotopia is instead a land 
where humans and intelligent 
prehistoric animals live and 
work together, each contribut¬ 
ing to a unique civilization. Pro¬ 
ducer Robert Halmi. Hallmark 
Entertainment s dean 
miniseries, was captivated b 
the artist's vision, and decided 
to bring Gurney's images to life 
on the small screen. This May, 
DINOTOPIA comes to life as a 
six-hour miniseries for ABC. 

Director Marco Bra 
who helm JjMM mi 

pie of weeks, 1 was reading the 
script. It was a very fast 
process. One of my big fascina¬ 
tions is science fiction. I really 
love these alternate worlds that 
people have created through il¬ 
lustrations and that sort of 
thing. I like everything from 
comic books to graphic novels 

ugh 
the pro¬ 
duction 
would 

coun¬ 
tries. DINOTOPIA 
would primarily be 
lensed at Pinewood 
Studios in Great 
Britain. An Italian 
who immigrated to 
Canada, Brambilla 
was comfortable 
with British film- 
making. having pro¬ 

duced two car com¬ 
mercials in the United 

Kingdom. “What you 
get in England are very. 

this off. We needed a very 
effects house, and we ended up 
using FrameSlore, that had pr 
viously done WALKING WIT 
DINOSAURS. They had a huge 
amount of experience with 

creatures. We took advan- 
f a lot of the research that 

;y had done before.” 
So far, Gurney has authored 

three books in the Dinotopia 
canon: Dinotopia, The World 
Beneath, and First Flight. In 
Gurney's tale, Arthur Denison 
and his young son. Will, are 
washed up on a strange shore in 

after their ship is sunk, 
of a typhoon. They mm 

on the shores of Dinotopia. 
“The script that Simon 

Moore wrote and that I adapted 
was very different," Brambilla 
acknowledged. "1 wanted it to 
be an evolution of the book. I 
thought as long as we were true 
to the spirit of the illustrations 
in the book, that was the most 
important thing. However, we 

harmony. Simon Moore's script 
took major set pieces from the 
books, hut fashioned them 
around original events and an 
updated story. In the television 
version. Frank Scott takes his 
two sons up for a flight in a pri¬ 
vate plane when they encounter 
a strange storm. The plane 
crashes into the sea, and Frank 
is apparently lost. The hoys, 
Karl and David, arc washed up 

also needed a story that would 
keep people interested over the 
course of three evenings in a 
six-hour miniserics. I wanted to 
make sure we didn't get too 
hung up on the smaller story¬ 
lines in the book and let the 
characters develop in a more 
contemporary way. JUMANJI 
was also based on an illustrated 
book, but it took a lot of license 
in terms of developing the story 
from the source material. That 
was sort of the prototype for 

Creator Janies Gurney knew 
that adapting his books to the 
screen would require some tam¬ 
pering: “Front the beginning 
when we started thinking about 
adapting Dinotopia to film, we 
all realized that Dinotopia 
would have to go through some 
changes to give the dramatic 
contours to make it work on the 
screen. Hallmark understood 
that. As an author, what was 
foremost in my mind 
was that whatever 
changes happened 

> 





would not violate the spirit or 
details of the original. In some 
ways. I realized that the best 
thing they could do was recreate 
Dinotopia with a new set of 
characters and a new story, set in 
a new time period, because then 
it doesn't violate, anything that 
is in the readers imagination 
from the books. The idea of cre¬ 
ating a new story around Karl 
and David, designed to fit a dra¬ 
matic presentation, really made 
sense. Simon Moore is the 

are a lot of details that are based 
on Dinotopia, but taken to the 
next step into film." 

A miniseries is the equivalent 
of three feature films, but televi¬ 
sion budgets are notoriously 
tight. “You have to work a lot 
faster, said Brambilla. “There's 
less margin for error. You do ex¬ 
tensive pre-production, so 
you’re pretty close to what is ac¬ 
tually going to be used. You 
have less options, so you have to 
be very specific with what you 

One of the key things was to be 
in England for that amount of 
lime, so I was close to the action. 
I also spent four months after we 
slopped shooting, supervising 
effects. This is the first project 
where I worked so closely with 
the effects team, and we’re using 
technology that allowed me to 
shoot things in a much more nat¬ 
ural way. We weren't confined to 
using motion control for all the 
shots and using a lot of motion 
tracking markers." 

rigs that could imitate the walk 
cycle of such creatures as the 
brachiosaur and pterosaurs were 
designed. “|They| had to match 
exactly on the set to the finished 
animation (of the creatures bear¬ 
ing the live-action actors on their 
backs)," Bramhilia continued. 
“We did it for several animals, 
including smaller two-legged 
creatures. Each (me had a com¬ 
pletely different w'alk cycle, and 
we were able to test them, make 
modifications, and go back and 

. 

j 
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screenwriter—he wrote GUL¬ 
LIVERS TRAVELS and THE 
10TH KINGDOM. He took an 
approach that follows these two 
characters, Karl and David, who 
are cast onto the island and have 
their own character arcs they 
have to go through, but he tied a 
lot of threads back to the original 
story. Descendants of some char¬ 
acters who are in the books ap¬ 
pear in the miniseries. 

“I was just very impressed 
with the care and dedication and 
professionalism the whole team 
has brought to it. I was consulted 
on the project from the very ear¬ 
ly stages, from the story confer¬ 
ences through the finished script 
and to the design. I made some 
comments both in terms of gen¬ 
eral approach and detail, but re¬ 
ally this is their creation. There 

make sure that it worked in ani¬ 
mation. On the set. I was able to 
actually view the animation 
ahead of time, so I could see ex¬ 
actly how the action would look 
as he’s riding on this huge crea¬ 
ture, and determine what the 
most convincing combination 
w'ould be. That’s all a first. As 
far as I know we’re the first peo¬ 
ple to do something like that.” 

Among the many challenges 
confronting Brambilla was the 
grand entrance to Waterfall City 
in the first night's episode. 
David and Karl have been res¬ 
cued by Marion, the daughter of 
the mayor of the city, and they 
arrive in the aqua-metropolis 
atop huge dinosaurs. "That was 
very challenging, because we 
had two huge creatures accom¬ 
panied by an entourage of small- 

TRUE SYMBIOSIS: A world 
where humans and intelli¬ 
gent dinosaurs work to¬ 
gether is the backdrop for 
DINOTOPIA s drama. 

are going to do, and 
do it in a more compressed kind 
of schedule." 

Dinosaur epics by their very 
nature are special effects heavy. 
Add to the mix the close interac¬ 
tion of the beasts with their hu¬ 
man counterparts, and you have 
a daunting production challenge, 
requiring Brambilla to work 
closely with effects supervisor 
Mike McGee. “Fortunately we 
really got along, and one of the 
key things was having a really 
good personal relationship with 
Mike." the director said. “I’ve 
been working on commercials 
that involve special effects for 
over ten years, and I worked 
with all the kinds of equipment 
that Mike’s using. We did a lot of 
pre-visualization, and ended up 
being on the set together a lot. 

Working on a 
television timetable, the director 
was faced with a tight schedule. 
“We were able to shoot very 
quickly because, with the system 
w’e came up with, we were able 
to do a shot and run in w ith a 
couple of markers and a couple 
of lighting sources and refer¬ 
ences, and then go on to the next 
shot, so w'e weren’t waiting too 
long for the effects. Then, of 
course, there was a whole sec¬ 
tion of the shoot with blue- 
screen photography, because 
DINOTOPIA is the first time 
you have human beings interact¬ 
ing with dinosaurs continually. 
There are people riding di¬ 
nosaurs. and action scenes, but a 
lot of it is day-to-day interac¬ 
tion.” 

Special hydraulic simulator 
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er creatures, all of whom are be¬ 
ing ridden hy human beings," 
said Brambilla. "When they 
were close to the camera, they 
all had to he shot with separate 
plates that would he matched in¬ 
to our background. The back¬ 
ground plate was this huge set 
which was an exterior, so we 
didn't have a tremendous 
amount of control. It was a ques¬ 
tion of combining many, many 
elements. It was an immense 
choreography for the first en¬ 
trance to Waterfall City: 
You have CG water, real 
waterfalls, every con¬ 
ceivable element includ¬ 
ing a lot of live action, 
flying pterosaurs, and 
brachiosaurs that had to 
be blended into it." 

George Lucas had 
usurped some of the im¬ 
agery of Dinoiopia, and 
Brambilla wanted to 
avoid comparisons. 
“Very early on. we 
talked about the direc¬ 
tion that we would be 
taking with it." he said. 
"One of the things that I wanted 
to do when I first heard about the 
project was to make the illustra¬ 
tions come to life for a slightly 
older audience. I was trying to 
get more production value into 
the design, so that Waterfall City 
became a little more specific. In 
STAR WARS: EPISODE ONE 
they used a lot of Dinotopia as a 
reference for one of the environ¬ 
ments they ended up shooting. I 
wanted to make sure we didn't end 
up revisiting the same territory." 

Dinotopia is a huge island 
with many different climates and 
environments. Brambilla wanted 
viewers to differentiate between 
them over three nights. "I want¬ 
ed each environment to have its 
own very specific viewing," he 
said. "We built Canyon City pri¬ 
marily as an orange-red environ¬ 
ment with a lot of dust and wind. 
It has a kind of aircraft carrier 
launch pad for pterosaurs and for 
people to fly out on the backs of 
these pterosaurs—it's the Dino¬ 
iopia air force. Waterfall City 
was kind of aquamarine and had 
this mist hanging over it all the 
time. It felt much more regal, 
and much more of a majestic 
place. Then we have Earth Farm, 
where they grow all the food for 
Dinotopia. I wanted that to look 
like New Zealand: very hilly 
fields of erain. and colored in 

ochre tones and green 
tones. We built a very 
large barn interior in 
Pinewood. 

"All the architecture 
had to make you believe 
that you could have di¬ 
nosaurs actually occupy¬ 
ing the architecture, as 
well as people. Every¬ 
thing had to be custom 
built, so things that are 
200 feet high don't look 
that big in the context in 

I 
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ABOVE: Director Marco Brambilla re¬ 
turns, under sometimes arduous cir¬ 
cumstances. to genre with DINOTOPIA. 
Left: A sunstone. the magical mineral 
that ensures peace and prosperity in an 
island paradise. 

which we were using it. I found 
myself building every environ¬ 
ment. 

"The last one was the World 
Beneath, a very dark place. We 
used a lot of volcanic rock and 
mica. There's a lot of sunken trea¬ 
sure in the World Beneath, and 
you arrive there in this Jules 
Verne-kind of submarine. We 

digital extension 
of the lowers 
way up into the 
sky and the city 
way off into the 
distance is im¬ 
pressive." 

Karl and David, 
the two boys 

stranded on the island, are played 
by the Canadian Tyron Leitso and 
the British (by way of Brooklyn) 
Wentworth Millet. Miller has also 
appeared on an episode of 
BUFFY THE VAMPIRE SLAY¬ 
ER. "We were looking for two 
very different characters," said 
Brambilla. "They're half-broth¬ 
ers, They're 

built that on another stage. At one 
point we were occupying seven 
or eight stages at Pinewood." 

One of the visitors to live 
Pinewood sets was James Gur¬ 
ney. "They brought me out to see 
the sets at Pinewood Studios a 
year ago.” he said. "It was amaz¬ 
ing to see the five-acre set they 
built of Waterfall City, which 
they tell me was the biggest set 
ever built there since the Cecil B. 
DcMillc era. That was only one 
of thirty-five sets they built. It had 
canals and sixty-foot-tall arch¬ 
ways big enough for a bra- 
chiosaurus to walk underneath. 
You could have theoretically 
done Dinoiopia environments 
with miniatures, but they made 
the decision—at least for this set 
—that it was important to have an 
actual, physical set built up to 
about five or six stories. It makes 
the play of light and shadow, and 
the movement of all the extras, 
much more convincing. But even 
beyond the scale of that set. the 

two sides of 
the same 
coin. Karl is 
very rebel¬ 
lious, very 
aggressive, 
very distant 
from his soul. 

about way, when 
they arrive on Dino¬ 
topia they each get 
the missing compo¬ 

nents of their personalities. Be¬ 
cause of Rosemary.! AI ice Krige) 
David gets sent to fly in a Skybax 
squadron where eventually he suc¬ 
ceeds and he becomes much more 
aggressive and courageous and 
much more sure of himself. At the 
same time. Karl gets sent to Earth 
Farm, where he has to deal with 
taking care of '26.' an infant di¬ 
nosaur. He becomes much more 
emotionally mature and more 
comfortable with people because 
of that. So each character has his 
own way of becoming more com¬ 
plete because of their arrival in 
Dinotopia. Rosemary senses that, 
and makes sure that they go to the 

right place and dev elop the 
NEW CITIZEN: Went¬ 
worth Miller is David, 
discovering himself 
while exploring a utopi¬ 
an society. 

He’s very good 
looking, never 
had a problem 
fitting in. but he 
chooses not to. 
That's Tyron*s 
character. 

"Weill- 
worth's charac¬ 
ter, David, is 
very repressed 
and has not had 
as easy a time 
in dealitm with 
people. He's 
alienated be¬ 
cause he's shy. 
not because 
he's rebellious. 
In a round 
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[rue nature. 
Bramhilla cast David Thewlis 

for the part of Crabb. “I really 
wanted David to do it,” said the di- 
rector. "We’ve seen a lot of British 
actors as villains, and I wanted to 
find one who hadn’t played a vil¬ 
lain yet. I really like David’s work 
from NAKED. and I met with him 
a couple of times and discussed 
the script. He brought a lot of ma¬ 
niacal energy to the character. He 
approached the character in a very 
theatrical way, and I think he adds 
a lot of color to it. When he's on 
the screen, there is a lot of tension 
that’s due to the way he’s playing 
die character. 

Seems the execs at ABC were 
happy with how tilings turned out. 
The network has announced a 
new', weekly DINOTOPIA se¬ 
ries—thirteen, one-hour shows 
that began shooting in February in 
Budapest. Hungary. The series 
will pick up where the miniseries 
ended, although an entirely new 
cast will fill the roles, with Erik 
von Detten playing Karl. Shiloh 
Strong cast as David, and 
Georgina Rylance stepping into 
the role of Marion.. Mayor Waldo 
will be played by Jonathan Hyde, 
and Sophie Ward w ill be his wife, 
Rosemary. 

Said Gurney about the con¬ 
tinuation of his vision. “I spoke 
to the producer, Howard Ellis. 
One of my concerns w'as that the 
dinosaurs have a major presence 
in the series, rather than just be¬ 
ing a backdrop. He assured me 
that they would have a better ef¬ 
fects budget for the series then 
anything that has been done be¬ 
fore.” 

It seems DINOTOPIA is go¬ 
ing to he with us for a long 
lime. 
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part of their character that is miss¬ 
ing. Eventually, they re-bond as 
well.” 

Shortly after arriving on the is¬ 
land. David and Karl meet the 
beautiful Marion Saville. whose 
father is mayor of Waterfall City. 
Katie Carr was cast as the self-re¬ 
liant Marion. "Katie was great,” 
beamed Bramhilla. "She was in 
England and turned out to be a 
great surprise. Everyone I was 

looking for had to 
have this very 
peaceful quality. 
On the other hand. 
Katie is also kind 
of rebellious — 
when the boys get 
there, she is begin¬ 
ning to question 
things. 1 needed 
someone with that 
edge to her. and 

her performance defi¬ 
nitely delivered that. 
She was great to work 
with. 

This would hardly 
he a mini-series worth 
its three nights if there 
wasn't some sort of 
conflict, though. In jar¬ 
ring contrast to the ide¬ 
alistic Dinotopia citi¬ 
zens is Cyrus Crahb. the 
first person the hoys run 
into on the island. 
Crabb, the descendant 
of pirates, wants noth¬ 
ing better than to leave 
Dinotopia. bin leave it 
w ith a fortune. When 
the sunstones. the source 
of all power on Dino¬ 
topia. begin to fail. 
David anil Karl team up 
with Crabb to locate 
more. Together, they 
journey into the World 
Beneath, and that’s 
w here Crabb reveals his 

FE GOES ON: Actor Tyron Leitso 
Karl, with newborn dino "26." BE- 

)W: In Dinotopia. literate saurians 

Is the lack of decent genre coverage giving you a 

■\ 1 KEADl . 
Subscribe to Clnefantastlque, The Review of 
Horror, Fantasy, and Science Fiction, to get 
the best and most in-depth coverage avail¬ 
able! Call Toll Free 1 - 800-798-65 1 5 
TODAY to get special discounts and delivery of 
each issue before they hit newsstands! (See 
coupon on page 1 1 5 for more details.) 
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DISOTOPIA 

You Think It’s Easy Getting Humans 
and Dinosaurs to Work Together? 

their work on a famous BBC se- shots in it. 1.200 ot which have 
ries, though, that convinced computer graphic content, 
Halmi they could handle the which includes everything from 

building full city 
enviro n ments, 
through to creat¬ 
ing walking, talk¬ 
ing. carrying di¬ 
nosaurs. We had to 
increase our team 
to 120 people. We 
have forty-two 
technical directors 
who. arc responsi¬ 
ble for doing the 
modeling, textur¬ 
ing. lighting, and 

doing the final 
rendering of 
the creature; 
forty-five ani¬ 
mators who 

e n o r m o u s 
challenge of¬ 
fered in 1)1- 
NOTOPIA. "On WALK¬ 
ING WITH DINO¬ 
SAURS." said Mike 
McGee. DINOTOPlA's 
special effects supervi¬ 
sor. “we proved that we 
could ilo 3D dinosaurs 
over a long-format pro¬ 
gram. Robert called me 
up when he got the rights 
to the DI NOTOP 1A se¬ 
ries. and wanted us to 
bring DINOTOPIA to 
life" 

McGee was to spend 
the next two-and-a-half 
years devoted to realiz¬ 
ing the vast vistas of Wa¬ 
terfall City and Canyon 
City, as well as the Hying 
Skybases and the proces¬ 
sion of dinosaurs as 
imagined by Gurney. 
“It's an enormous pro¬ 
ject." the supervisor said. 
"It has 1,600 effects 

on 
di- 
A’s 

live-action shoot (left). 
Above: Director Marco 
Brambilla monitors a shot. 

are responsi¬ 
ble for giving 
all the crea¬ 

tures their movements; and 
fourteen compositing artists 
who are responsible for putting 
the CG creatures alongside any 
3D elements, like background 
plates. Then we have a small 
production team." 

One of the most dazzling im¬ 
ages in Gurney’s original Ditto- 
topia is Waterfall City. Built 
among the cataracts and 
swirling waters of a huge river. 
Waterfall City offered McGee 
one of his biggest challenges. 
While a set was constructed at 
the Pi lie wood Studios outside 
London and filming proceeded 
during the winter. McGee need¬ 
ed to migrate to warmer climes 
to shoot plates of real waterfalls 
for his composites. He packed 
up a small crew, and Hew to the 
Iguassu Kails on the border of 
Brazil. Argentina. and 
Paraguay. “The big challenge 
was trying to match the lighting 

London's largest effects houses. 
Frameslore executed the visuals 
for THE ODYSSEY, ALICE IN 
W ONDER- 
LAND. and 
several other 
Hallmark 
films. It was 
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By Dan Scapperotti In charge of visual effects for 
the miniseries is the Emmy 
Award winning Framestore, 

no stranger to producer Robert 
Halmi’s special effects-laden 
event programming. One of 



and weather.” he said. “We 
were only in Brazil for two 
weeks. Once we built the city. I 
came up with the concept of 
cascading water. Rather then 
have these enormous waterfalls. 
I went with multi-tiered water¬ 
falls" 

Waterfall City itself was 
constructed brick-by-brick in 
the computer. Since production 
of the city had to be started even 
before McGee and his team had 
a shot list, it was important to 
construct the entire city. "The 
actual brick work, the stone 
work on the models that we had 
to build was so detailed that you 
could literally fly 
down every street, go 
up to the front door of 
each building, and the 
detail would be 
there," he said. "You 
could get that close. 
For a year, we just had 
people building the 
architecture and the 
structure of the win¬ 
dows and the facades 
in all of those build- 
* *1! 

ings. 
The other major ef¬ 

fects set piece comes 
at the end of Gurney's 
first book, when a 
magnificent proces¬ 
sion of dinosaurs carries their 
human passengers into the city. 
Said McGee, “The procession 
was the hardest scene, because 
it involved Waterfall City— 
which was a CG set—and it in¬ 
volved high shots of that set 
from a cherry picker off the top 
of a crane. We then had to shoot 
those plates and CG waterfalls 
alongside photo-realistic water¬ 
falls. so the comparison would 
be right next to each other. The 
CG set would be smack up 
against photo-real sets, com¬ 
bined again with people silting 
on the hacks of dinosaurs, and 
the dinosaurs wearing full sets 
of armor. 

"The humans in the crowd 
had to look at the people who 
were up twelve feet high on the 
dinosaurs. They also had to look 
up to the brachiosaur's head and 
neck, which was twenty feet to 
the back of the brachiosaur. 
where the saddle was, and then 
up thirty-two feet to the head. 
We iiad to provide eye-lines for 
each of the positions for the 
brach as he walked into the 
shot. That involved our getting 

the speed of the eye- 
line correct. To 
achieve that we had 
a fishing rod with 
ping-pong balls at¬ 
tached to it which 
we got people to 
look at and make 
them believe that the 
ping pong balls were 
the head. 

"Then to get the 
ground speed cor¬ 
rect. we made up a 
little pedometer. 
Once we figured the 
walk cycle of these 
creatures on the 

computer, we had someone 
walking with the pedometer, 
followed by someone carrying 
this fishing rod to gel the cor¬ 
rect eye line. We then measured 
the distance of the creature's 
length from his nose and to his 
tail, and had a string or some¬ 
thing so that people wouldn't 
cross the body of the dinosaur 
while it was in motion. Taking 
all of those things together, we 
would have interactions cut to¬ 
gether on separate passes, or we 
would have a couple of shots of 
people running across in front 
of the dinosaurs. 

“One of the techniques we 
used in the procession I don't 
think has been done before. We 
took the computer system with 
animation programs in it onto 
the set. First, we took a survey 
of the set and were able to do a 
rough model of the architecture 
in the computer and then attach 
an encoding device that moves 
the camera and sends a signal 
back to the computer so that the 
computer model moves exactly 
the same in real time. What that 
meant was that we were able to 

do a mix—an 
overlay on the 
set—and the 
cameraman was 
able to watch 
the dinosaur ap¬ 
proaching him 
down the street 
and was able to 
pan and tilt his 
camera to fol¬ 

low the dinosaur rather then 
guess where the creature was. 
He would do the movement 
from the saddle, from where a 
human would actually sit on the 
back of the creature, and then 
actually do a pan of the crea¬ 
ture's head, which meant that the 
camera moves that we actually 
came away with were very flu id 
and very accurate, as if we were 
tllming an actual creature." 

Jim Hensen's Creature Shop 
was called in to create the ma- 
quettes—sculpted models—of 
the dinosaurs, which were 
scanned with a laser into the 
computer. Much like the tech¬ 
nique used for WALKING 
WITH DINOSAURS, the CG 
team then built a skeleton inside 
that mold, and created a skin 
over it. A designer then added 
texture on it. and the CG model 
was created. 

On a tour of the Library of 
Ogthgar. the hoys meet Zippo, 
a stcnonychosasaurus who 
speaks seventeen major and 
saurian languages and. through 
the tutelage of young Karl, 
eventually learns the game of 

ping-pong. “We had a 
professional table-ten¬ 

nis player dressed in a blue suit 
who would play the shots with 
the main actor,” said McGee. 

We then rotoscoped him out 
and popped the CG character 
into the space on the plate. 
That becomes Zippo and Karl's 
bonding feat throughout the 
film—by the end, Zippo's 
skills have improved, and they 
arc able to play a proper 
match.** 

Another headache for the 
production team was filming 
the humans astride their di¬ 
nosaur mounts. A motion simu¬ 
lator had to be built for these 
shots. This device could take 
3D data from a computer, and 
move the motion rig exactly to 
match the animation cycles that 
had been made for the shots. 
“The motion rig is three hy¬ 
draulic rumps going up to a 
large, triangular metal plate,” 
said McGee. "Onto that we af¬ 
fix body torsos of the dinosaurs, 
which were painted blue. These 
were built from CG cross-sec¬ 
tions that cut out very accurate 
body forms. 

“The rig had to be sturdy 
enough to support the largest 
saddle we had. which held six 
people. It had to be constructed 
out of heavy-weight material. It 
was so heavy that once it was 
bolted to the ground, there was 
no chance of moving it. Once 
the animation cycle was started, 
if it wasn't bolted to the ground 
the velocity would lift it off the 
floor.” 

23 



By Chuck Wagner 

The life of a stallion in the American 
Old West...from the stallion's point- 
of-view. That's the theme driving 

SPIRIT: STALLION OF THE CIMAR¬ 
RON. the latest animated film from Dream¬ 
Works SKG. 

"It was originally Jeffrey Katzenberg’s 
idea to make an animated movie about a 
horse." explained Kelly Asburv, co-director 
(with Lorna Cook) of SPIRIT. *’l don't 
know that the original idea was just because 
he said. ’Horses are difficult. let's see what 
we can do.' I think that there had never been 
an animated feature with a horse as the pro¬ 
tagonist. I think he felt that a horse is a no¬ 
ble animal, and most of the time in anima¬ 
tion. horses are given a very comic treat¬ 
ment. I think he wanted to push the bound¬ 
aries and sec what we could do from a dra¬ 
matic and emotional standpoint to tell a sto¬ 

ry from the point-of-view of a horse." 
”1 think he wanted to do a movie like 

this," Asbury added. "He wanted to do 
something with a Western theme, an Ameri¬ 
can theme. I think it evolved into the story 
we ended up with. Initially our writer, John 
Fusco—the screenwriter of SPIRIT— 
wrote an original story based on a meeting 
with Jeffrey to find out the kind of story he 
wanted to tell." 

SPIRIT: STALLION OF THE CIM AR¬ 
RON follows the adventures of a wild and 
rambunctious mustang stallion as he jour¬ 
neys through the untamed American fron¬ 
tier. Encountering man for the first time. 
Spirit defies being broken, even as he de¬ 
velops a remarkable friendship with a 
young Lakota brave. The courageous young 
stallion also finds love with a beautiful 
paint mare named Rain, on his way to be¬ 
coming one of the greatest unsung heroes of 
the Old West. 

“The way these movies are made," As¬ 
burv said, “[is that | they're very painterly in 
their story process. There are a lot of differ¬ 
ent people involved, a lot of different story 
artists. It's a collaborative, shared vision 
that's conjured over a period of time.” 

SPIRIT marks Asbury’s debut as a direc¬ 
tor. "I had worked with Jeffrey on PRINCE 
OF EGYPT and done some work on 
SHREK in the development stage. I had al¬ 
so worked with Jeffrey at Disney, prior to 
being with DreamWorks. He just asked me 
if I wanted to give it a try. My partner. Lor¬ 
na Cook, and 1 had been co-heads of story 
on PRINCE OF EGYPT. We formed a gotrd 
partnership with that. I think he just wanted 
to see what that same partnership could do 
as a directing team. 

"I've been a story artist. I've been doing 
storyboards for years, actually—most of my 
career. I've also been an art director. My co¬ 
director. Lorna Cook, had been an animator 
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and a slory artisl primarily throughout her 
career. We are artists, and wc do draw. We 
are hands tin. and we did do some story- 
hoarding on SPIRIT, along with the story 
crew. 

"Animation is such a collaborative field. 
1 think the director helps to distill ideas and 
have them executed by the crew. The direc¬ 
tor keeps the film focused on the decisions 
that arc made: what's the best way to tell 
the story—it's all really about storytelling; 
what are the best visual elements: what's 
the best way to focus this story and keep it 
on track? You direct the voice actors, over¬ 
see the art direction—we work in every de¬ 
partment." 

Although, unlike other animated films. 
SPIRIT does not rely heavily on dialogue, 
recording the voice actors was still one of 
Asbury's most demanding chores. "The rea¬ 
son we record the voices first is because we 
essentially have to have the audio track 

available for the animators to do the lip 
synch to when they animate." the director 
said. "It’s very difficult to try to animate a 
character first without the voice track and 
then try to mutch them. You can try to do it 
like a looping session, but that's really not 
preferable to having on the exposure sheets 
the voice track and the places in the frames 
where the different syllables and vowels hit. 
so the animator knows where to put them. 

“In animation, you have written dialog 
and you usually have character design done. 
A lot of times, before we gel the actor in. 
we have designed the character. Sometimes 
there's a little bit of cross-pollination that 
lakes place, when you hire a certain actor 
and you realize there are certain nuances 
about his character that you want to em¬ 
ploy." 

The use ol computers allows lor creation 
of material early in the process. “We do 
work with something we call story reels." 

Asbury explained, “where, as we develop 
the story from script to storyboard, it be¬ 
comes this very organic process of taking 
the story sketches and putting them on the 
computer through a video process. We cre¬ 
ate the film as a very detailed slide show— 
with temporary sound and sometimes tem¬ 
porary voices—to where the timing and the 
editing are all decided before it goes into 
full production." 

This tool is also useful for winning ap¬ 
proval from your higher-ups. "Yes." Asbury 
chuckled. “The director’s approval and Mr. 
Kaizenberg's. There's an illusion that we’re 
all beholden to whoever's running the stu¬ 
dio. Hut really, in the case of Jeffrey. I can 
honestly say Jeffrey is a partner in the 
process. He's a very creative person and the 
creative leader of the company, so he actu¬ 
ally plays tandem roles in how we come up 
with these ideas. He's very open to other 
ideas and other people working with him. 
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particularly the di¬ 
rector. I like to 
think of him as very 
much a partner in 
the process. 
Frankly, that’s what 
makes it work with 
Jeffrey.” 

SPIRIT is adver¬ 
tised as a ‘tradition¬ 
al animation' film 
from DreamWorks. 
“Rather than com- 
p uter-generated 
(CCS | imagery for 

sion statement, and 
that was: Through¬ 
out the history of 
animated film, the 
film BAMBI has 
been held up as the 
high water mark of 
animated animals. 
He made the state¬ 
ment that with 
SPIRIT, and the fact 
that we're dealing 
so much with these 
quadrupeds and 
these animated ani¬ 
mals that we’re try¬ 
ing to give a natural¬ 
istic quality to. that 
it was time to raise 
that har. That was 
his mission. 

“I think that was the most 
eloquent way of putting it. 
SPIRIT is nothing like BAMBI. 
hut it is as difficult to animate 
as BAMBI was. The kinesiolo¬ 
gy of a horse, and the locomo¬ 
tion of how they move...There 
are some very precise things 
there that happen, that take a lot 
of knowledge and a lot of ob¬ 
servation of real.life to recre¬ 
ate.” 

Sounds like trips to the horse 
ranch and track were in order. 
"The L.A. Equestrian Center is 
just a few miles away from the 
studio,” Ashury said. "A lot of 
horses were filined, a lot of ob¬ 
servations were made. It took a 
lot of study and hard work from 
the entire animation crew to re¬ 
ally understand how these ani¬ 
mals move. We were not mak¬ 
ing a cartoon about horses. I 
IXa tUinL nf i Lit mount nc 

the characters and the anima- This is not to say that the 
lion, it’s hand-drawn by anima- computer has been abolished, 
tors on drawing boards. ‘Tradi- "The computer is our partner 
tiona)' is the new word since the and helper," Ashury said. "It's a 
advent of CG. That's the best great tool to have in the toolbox 
way I can ex- _ 
plain that." NEW GENERATION: The goal 

for the SPIRIT crew was to ex- 
ceed the levels of naturalism 
established in the Disney clas¬ 
sic BAMBI. 

to get those 
camera moves 

DRAWING ON NATURE: SPIRIT 
background artists gain inspira¬ 
tion on-tocation. Above: Grand 
Canyon concept. 

that would be impossible, 
such as taking the camera 
into a 3D realm for the ani¬ 
mators to work in. There's 
a real nice blend in our 
movie of traditional, hand- 
drawn animation—with all 
that same majesty and 
beauty that are in the best 
animated features—with 
CGI. I think it's clearly 
seamless." 
It has been said that, realis¬ 
tically rendered, horses are 
a difficult subject for ani¬ 
mation. "I think all 

quadrupeds—all four-legged 
animals—are difficult. Our 
principal animator on the char¬ 
acter of Spirit gave a speech to 
the animation crew when we 
first started making this movie. 
He very eloquently made a mis- 
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film about horses. It’s a very 
naturalistic execution of these 
characters in the hcuutiful medi¬ 
um of animation." 

SPIRIT is l(HK£ motion-cap¬ 
ture free—accomplished com¬ 
pletely without using markers 
attached to horses or any other 
motion-capture technique. *i 
can honestly say there was not 
one frame of motion-capture 
used in this movie. On a film of 
this nature, the computer is just 
another tool in the artist's tool¬ 
box. The people who animated 
any of the computer-generated 
horses are animators and artists 
who had to learn the same 
skills. The computer is just a 
new paintbrush." 

As with every artist. Asbury 
look a route to getting to where 
he is now. "Originally. I'm from 
Beaumont Texas. I can date my 
interest in animation back, 
probably, to first grade. At some 
point during that time. SNOW 
WHITE was re-released. It's the 
first movie that I remember go¬ 
ing to and asking my mom to let 
me go see again and again. 
These were the days before 
video. I went to it four times in 
one weekend when I was. I 
think, seven years old. I think 
that was probably not only the 
time 1 discovered animation: 
that was also when I discovered 
I needed to be part of movie¬ 
making. somehow. 1 always 
liked It) draw, and I always 
liked animation, so I sort of 
moved into that territory. I 
wanted to make movies as long 
as I could remember.’* 

With SPIRIT in post-produc¬ 

tion, Asbury can 
look ahead: 
"What’s next for 
me is hearing a 
lot of new 
ideas, reading 
a lot of scripts, 
and working 
on a few per¬ 
sonal projects 
of my own. 
unrelated to 
the movies." 

A published 
author and il¬ 
lustrator, As¬ 
bury wrote and 
illustrated the 
children's Hal¬ 
loween picture 
books. Witch 
Dot. Fran ken- 
square, and 
Candy Corn. 
which hit 
stores in Fall. 
2001. Asbury 
also provided 
the artwork for 
the books 
Turkey Time 
and Thanks¬ 
giving Parade. 
Scheduled to 
release in 2002 
is his book 
Dummy Days: 

POWER OF THE ARTIST: Even 
in CG sequences. SPIRIT es¬ 
chewed motion-capture to ren¬ 
der the grace and power of 
equine motion. Below: Direc¬ 
tors Lorna Cook and Kelly As¬ 
bury. 

first o 
culmi 
monte 

f many 
nating 
nts for 

really love it there. I think that 
DreamWorks is in a position of 
being able to experiment a little 
more with various subject mat¬ 
ters, perhaps, than it seemed 
when I was at Disney. It seems 
that DreamWorks is not pigeon¬ 
holed into one type of film that 
they are expected to produce. 1 
think it's a studio that can 
branch into other areas of inter¬ 
est. 

"I like to try and tell good 
stories, and I don't think there's 
any one type of movie that I'm 
drawn to—I like so many dif¬ 
ferent ones. If it’s a good story. 
I can usually enjoy it. 

America's Favorite Ventrilo¬ 
quists From Radio and Early 
TV. a vintage photo-filled vol¬ 
ume targeted at baby boomers 
for which film critic and enter¬ 
tainment historian Leonard 
Nlaltin is providing commen¬ 
tary. 

Perhaps SPIRIT will be the 

Asbury. "I hope so,” 
the director of anima¬ 
tion said with a 
chuckle. "I've been at 
DreamWorks just 
about from the begin¬ 
ning. and it’s been an 
exciting, fascinating 
thing to be part of. I 

/ 



By Chuck Wagner typical that there are sequences 
in a movie that your hero is not 
in. You go to the villain or you 
do something else. Spirit's in 
every sequence in the movie. 
The movie follows hint around. 
My thoughts were. Gosh, I real- 
ly need to come up with some 
very specific model sheets, for¬ 
mulas, and ways of animating 
this horse that eveiyone can fol¬ 
low, 

"There was a process for 
about a couple of months where 
I was just trying to figure out 
the mechanics of the animal, the 
anatomy and all the rest of it. so 
we could be free to animate 
whatever we wanted. Doing an¬ 
imation like this, you're re¬ 
quired to do things with the 
character which real horses 
can't do. or it’s hard to get them 
to do. 

“We had to have total free¬ 
dom in our own minds 
about how a horse 
moves, how you go 
from a trot to a canter 

to a gallop, and all the anatomy 
involved and the timing in¬ 
volved in that. Then you could 
be free to animate whatever you 
wanted.” 

Unlike 
most animals 
rendered in 
animated 
films. Spirit .'s 
doesn't talk. 
“There’s a 
narrator,” 
Baxter ex- 
plained, 
“|who con¬ 
veys events! 
from Spirit's 
point-of- 
view. Every 
now and 
then, the nar¬ 
rator will 
pipe in with 

link 
comment. It 
really is like 
a regular 
narrator, hut 

it’s told from Spirit’s point-of- 
view. But no, the horses don't 
speak at all. They make horse 
noises, of course, but it’s not in 
the place of talking. You could 

It's a bit masochistic, to say 
the least." James Baxter said 
with a chuckle, discussing 

the difficulty of being supervis¬ 
ing animator for the title charac¬ 
ter in SPIRIT: STALLION OF 
THE CIMARRON. “When ani¬ 
mators talk about the hardest 
things to animate, the horse in¬ 
variably comes up. I guess I 
knew 1 was going to have a big 
crew working for me. too, be¬ 
cause the movie pretty much 
follows this character around. 
There's no sequence that he's 
not in. So I knew I was going to 
have upwards of twenty-five 
animators working just on the 
main character, under my super¬ 
vision.” 

Sounds like a lot. “It de¬ 
pends,” Baxter said. “Normally 
the main character takes about a 
dozen, fif¬ 
teen. sixteen 
people to 
do. Also, it’s 

LARGER THAN LIFE: Jeff 
Katzenberg meets, and 
seems duly impressed 
with, one of SPIRIT'S real- 
life models. 

animate a horse talking, but 
it would be much along the 
lines of the way they ani¬ 
mated deer talking in 
BAMBI. The more realistic 
you go, the harder it is to 
do.” 

BAMBI again. Has the 
challenge of exceeding 
BAMBI been met? "Oh, 1 
don't know about that. I 
would never claim to have 
pushed the bar higher than 
BAMBI. That would be 
presumptuous. Deer aren't 
easy either. And since the 
animators were pretty much 
inventing the medium as 
they went along in 1939, 

SPIRIT 
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do in 2D, but which now are 
easier to do in 3D on the com¬ 
puter: shots where the camera is 
flying around a character: 
where you can see the perspec¬ 
tive changing on every frame. 
I've done shots like that in 2D, 
but it’s easier to do on the com¬ 
puter. 

“Things like entire herds of 
horses would he very difficult 
to do in 2D. or just so labor-in¬ 
tensive it would be ridiculous to 
try it. We had the same charac¬ 
ter built in the computer as we 
had drawn on paper—we met in 
the middle. It was actually our 
task as 2D animators to try and 
get as technically perfect as we 
could in 2D. because the thing 
about 3D animation is that it’s 
always perfect. It’s a three-di¬ 
mensional object, and we’re 
just faking it in 2D with draw¬ 
ing. So we had to gel our per¬ 
spective and spacing and every¬ 
thing as accurate as we possibly 
could in 2D. so the 3D stuff and 
the 2D stuff would look the 
same. There are shots in the 
movie where a character starts 
out as a 3D character and blends 
into a 2D character halfway 
through the shot. 

“It’s not supposed to be a 
3D movie, in the way that 
TOY STORY is. People think¬ 
ing it is will be disappointed. 
It s still supposed to be in that 
2D realm with the feeling 
more of a moving storybook, 
not this hypcr-real-looking 
thing.” 

Any itch to become an ani¬ 
mation director? “Nope! Pin 
quite happy doing this!” he con¬ 
cluded with a laugh. CIF@ 

SPIRIT'S creators had to 
merge the reality of na¬ 
ture with the freedom of 
animation. Left: Initial 
concept art. 

because it came 
out of my imagi¬ 
nation. I watched a 

occasion with such a difficult 
task. 

"We had shots that were ex¬ 

lot of tape of rodeos to get the 
action right.” 

Baxter feels SPIRIT might 
be the toughest film he's 
worked on. “I started working 
on ROGER RABBIT, which 
was done in London—ninety 
percent of the animation was 
done in Camden. ROGER 
RABBIT was a Disney/Amblin 
co-production; there were a 
handful of Disney animators 
that came over to work on it. I 
went on to spend seven years at 
Disney, working on LITTLE 
MERMAID. BEAUTY AND 
THE BEAST, LION KING, and 
all that stuff.” 

Baxter was born in Bristol, 
England, raised in Bishop's 
Stortford and attended West 
Surrey College of Art and De¬ 
sign in Farnham, England, 
where he began his studies in 
animation. Baxter joined 
DreamWorks in 1996, first serv¬ 
ing as an animator on the Moses 
character for PRINCE OF 

citing to do because they were EGYPT, and then as the super 
so ^'ha,,en8>ng- Some of the vising animator on the Tulio 
stuff in a rodeo scene we did 
was fun to do. We have a 
rodeo-like sequence where 
Spirit gets captured by the 

character in the comedy/adven¬ 
ture THE ROAD TO EL DO¬ 
RADO. 

On the animation side. 
cavalry and they try to break about ninety percent of [SPIR 
him. Lots of different soldiers IT’s) shots are animated by 
try to gel on his back, and he hand, the way it's always been 
throws them off. That was fun done.” Baxter said. “But we're 
to do because we were doing animating some shots in CG— 
all sorts of angles which the way you'd do TOY STORY 
would've been very hard to do or whatever—but they're ren¬ 
in live action. The horses are dered in a different way to make 
stomping on the camera—it's in them look like drawing. It's 
there with them. That was fun shots that would be difficult to 

1940, it would be presumptuous 
for me to say we’ve exceeded 
them. I did say to the crew at 
the beginning of SPIRIT that 
we should strive to do that, be¬ 
cause there’s really no reason 
why we can’t reach that level 
since those guys weren't any 
older or more experienced than 
we are now. And they were 
making it up as they went 
along. We have their shoulders 
to stand on. We have no ex¬ 
cuse not to get this right.” 

And he feels his team did a 
good job. “Ninety-nine per¬ 
cent right. I think we did pret¬ 
ty well. I'm very pleased with 
the way the crew rose to the 
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Superstar Power on the Big Screen: 
Spielberg and Cruise Take on Phil Dick 

Bv Edward Gross When ymi think of this summer's 
MINORITY REPORT, there are 
probably a couple of thoughts 

that go through your mind, most notably. 
“That's incredible!" or “How in hell did 
they pull that off?” No. we’re not talking 
about the film itself, but rather the fact 
that it teams for the first time director 
Steven Spielberg with actor Tom Cruise, 
two Hollywood powerhouses with no rep¬ 
utation for cow-towing to others. Hattie of 
the super egos? Control freaks on a ram¬ 
page? Not according to producer Bonnie 
Curtis. 

"Having worked with Tom and having 
worked with Steven for the past twelve 
years. 1 can say that neither of them are 
control freaks." she said. “They are perfec¬ 
tionists, and these two mega-personalities 
coining together is the event of this movie. 
Friendship and family are foremost to both 
of these men. so it was nothing but play¬ 
time. and they had 
a blast. Tom was 
the actor and 
Steven was the di¬ 
rector. and while 
we handled a lot of 
the layers of this 
complicated pro¬ 
duction. they really 
focused on their 
friendship, their 
performance, and 
making sure that 
they brought the 
best out of each 
other. There was 
never anything 

competitive be¬ 
tween them. What 
they brought out 
of each other is 
something really 
wonderful to 
watch, and I'm 
willing to het that 
they'll be working 
together again." 

In advance of 
that seemingly in¬ 
evitable relearn¬ 
ing. there’s MI¬ 
NORITY RE¬ 
PORT itself to 
check out. Based 
on the short story 
bv Philip K. Dick 
(BLADE RUN¬ 
NER. TOTAL RE¬ 
CALL), the film 
takes place in the 
year 2054. a lime 

MYSTERY STORY: 
Tight security still 
surrounds the nature 
of Tom Cruises 
(right) flight from the 
law in MINORITY RE¬ 
PORT, but producer 
Bonnie Curtis (be¬ 
low) says that Spiel¬ 
berg is once again 
twisting genre to his 
own vision. 

* m 

■ N 

9 fj 

■tot*. 



% 

in which a psy¬ 
chic species has 
arisen that can 
predict murders 
before they actu¬ 
ally take place. 
Not content to 
merely prevent 
these killings, a 
special law en¬ 
forcement unit 
has been set up to 
arrest the perpe¬ 
trators before the 
crime occurs. 
Tom Cruise is 
one of those 

MAJOR PLAYERS: Tom Cruise 
(above) and Steven Spielberg 
(at left on A.I. set with Haley 
Joel Osment) team up to recre¬ 
ate Phil Dick’s vision of a fu¬ 
ture where citizens are guilty 
before they commit crimes. 

cops, a man w'ho suddenly finds himself 
on the run when it's predicted that he will 
commit murder. Out to prove his inno¬ 
cence. he desperately tries to elude his fel¬ 
low officers. 

Outside of that general outline, not 
much is known about the film, and no one 
is really talking just yet. “What I can say." 
offered Curtis, “is that the story lakes 
place in the future, and the seed of the 
idea comes from the Dick short story. 
Steven and his writer, Scott Frank, have 
taken it miles beyond and have really cre¬ 
ated what we like to call a 'future reality.’ 
as opposed to a science fiction world. 

“We have fun with it. we’re definitely 
fictitious, but we did a lot of research to 
make sure that things seem as realistic to 
people as possible. In other words, you're 
not going to be watching LOGAN’S 
RUN. 

“Steven.” she added, “as he is so fantastic 
at doing, has brought a human element to the 
story. Although there are some things that 
seem sci-fi. what you have to understand is 
that even though this is only fifty-two years 
in the future, a lot of this stuff is going to be 
possible then. Even though it may look futur¬ 
istic at this point, it's right around the corner 
We tried really hard to show the future, but 
Deborah Scott, who handled wardrobe, 
brought every decade into this future. If you 
look at history, that’s really what’s happened: 
There’s nothing new under the sun. so a lot 

of things are 
pulled out of 
the past. At 
the same time, 

this mix of all of these elements 
have created a reality of its ow n." 

Whereas most people look at 
MINORITY REPORT as a sci¬ 
ence fiction film. Curtis doesn't 
necessarily agree. "It’s a Spiel¬ 
berg film." she laughed. "That's 

what genre it is. Outside of that. I can’t re¬ 
ally capsulizc it into a certain genre, be¬ 
cause he has yet again created a wonderful 
world." 

The world of MINORITY REPORT is 
viewed as Spielberg’s second foray back 
into a genre that he helped revolutionize 
with such efforts as CLOSE ENCOUN¬ 
TERS and E.T.. but from which he has 
more recently drifted in favor of fare that 
is considered more serious and “impor¬ 
tant." Prior to this effort, he helmed A.I., 
creating a film that was definitely some¬ 
where between his style and that of the late 
Stanley Kubrick, who had nurtured the 
project through ten years of development. 

“I think of of A.I. as much more a fairy 
tale than a science fiction movie," Curtis 
pointed out. “I see that as Steven trying to 
do due diligence to Stanley, and respect¬ 
ing the fact that Stanley wanted to tell a 
futuristic fairy tale. I think both films are 
completely different from each other, but 
neither one of them falls into the tradition¬ 
al science fiction world. 

“Steven really took the shackles off on 
A.I.. and we were fairy tale all the way. It 
was not a film hound to any kind of sci¬ 
ence fiction tradition or to any sort of fu¬ 
ture reality. He just really opened up to the 
idea that anything is possible. On MI¬ 
NORITY REPORT, while we tried to cre¬ 
ate the idea that anything is possible, we 
really tried to ground it to Earth. We tried 

to make it more about what it would like 
to be in the year 2054. That’s why our pro¬ 
duction designer. Alex McDowell, was so 
brilliant, because Alex really came from 
the perspective of M.I.T.. technological, 
and what could really happen. He was 
constantly trying to reign us all in. saying. 
No. no. no, it would be bettor this way...’ 

lie really got it pretty realistic in a lot of 
areas of the film.” 

The difficult part of the film’s premise 
is the concept of being found guilty before 
you commit a crime. If you haven’t actu¬ 
ally killed anyone, what the hell are you 
guilty of? “That's where the ’science fic¬ 
tion’ element comes into the story." Curtis 
explained. "In the original short story, 
there are these beings that have the ability 
to sec the future. So you’re dealing with a 
real psychic element. A lot of details that 
Steven has created are really based on the 
original conceit of the ability to get these 
killers before they commit their crime. 
But the short story is just the seed of the 
idea, and it docs go for kind of an eerie, 
sci-fi world. But Steven has made it some¬ 
thing entirely wonderful.” 

The real question for Spielberg’s fans 
is whether or not the combination of A.I. 
and MINORITY REPORT is a sign that he 
will be more fully embracing the genre, or 
whether this was merely a stop along the 
way between his “other" work. 

“You never know," Curtis laughed, 
while noting that INDIANA JONES IV is 
a project that she believes will happen. 
"Steven is riding the wave of his creativi¬ 
ty. and we’re all lucky enough to go along 
for the ride. He so desperately wants to 
make a million more movies than he does, 
but he's only one man. He has to take the 
time to really think about which project 
he’s going to do. But if you’re looking for 
something imaginative and fun, you're 
about to get one of them.” 
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“In the first one, Tommy didn’t realize how funny he was until he saw the 
movie. George Burns is as funny as Gracie Allen, but you need them both.” 

[ —Director Barry Sonnenfeld 

By Steve Ryfle 

Culver Cily is exactly the sort of place 
you’d expect aliens front a distant 
galaxy to launch their invasion of 

Earth. It's a middle-class, bedroom com¬ 
munity with a little downtown area, mini¬ 
malls, and supermarkets. Just the kind of 
anonymous locale where a conquest-mind¬ 
ed extra-terrestrial could blend right in 
while plotting world domination. 

So it’s no surprise when, here in Culver, 
an alien disguised as a beautiful, female 
Earthling walks into a crowded building, 
shoots tentacles out of her appendages, 
sends hodies Hying across the room, and 
proceeds to hold an entire governmental 
agency hostage. Good thing, though, that 
the beautiful fenuilicn is really actress Lara 
Flynn Boyle, and the building is actually 
the Men in Black headquarters—a huge set 
on Stage 15 of the Sony 
Pictures’ Culver City lot. 

It’s a weekday morning NEW MISSION IN STORE: A 
renewed threat to the planet 
Earth takes the Men in Black 
(Tommy Lee Jones and Will 
Smith) to some old haunts. 

in early September. 2001, one of the final 
days of pre-9/11 American life; and Cine- 
fan last it/ue is on the set of MEN IN 
BLACK 2, watching director Barry Son- 
nenfcld and his crew film a pivotal scene 
wherein superbilch alien Sericcna (Boyle) 
returns to Earth in search of MIB Agent K 
(Tommy Lee Jones), the man who did her 
wrong twenty-five years ago. Shape-shift¬ 
ing into various forms—including a huge 
vine that crushes humans like twigs—the 
ultra-powerful Serleena makes quick work 
of the various MIB agents and all the puny 
E.T.’s who happen to be passing through 
the agency’s intergalactic terminal. 

Even though we weren’t privy to all the 
details of the film (for one thing, most of 
the "aliens" we saw were merely actors in 
simple costuming who would later be mor¬ 
phed into bizarre creatures via CGI; for an¬ 
other. Sonnenfeld and company were keep¬ 

ing tight-lipped about script 
details), it was evident that 
screenwriters Robert Gor¬ 

don (GALAXY QUEST) and Barry Fanaro 
(an ex-TV sitcom writer also credited on 
KINGPIN) were looking to recapture, even 
surpass, the original MIB’s unique blend of 
comedy and sf spectacle. Consider the in¬ 
side of the MIB headquarters building: It’s 
pretty much the same as in the original 
movie, except for the glaring addition of a 
ground floor that now looks like the termi¬ 
nal of an international airport. There are 
fast-food restaurants, cell phone purveyors, 
souvenir photo kiosks, duty-free stores— 
everything an alien might need before 
boarding his flight back to Uranus. 

The first MEN IN BLACK was one of 
the surprise hits—commercially and criti¬ 
cally—of summer 1997, but Sonnenfeld 
had been quoted as saying he’d never want 
to do a sequel. What made him change his 
mind? According to the director, it was the 
prospect of working again with stars Jones 
and Will Smith, as well as the other mem¬ 
bers of the team that created the first film. 
“I’m amazed that Sony figured out a way 
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to make MEN IN BLACK 2 at a (budget | 
number that isn't insane." Sonnenfeld said. 
“It's shockingly not-insanc. and it still got 
us all to come hack. Basically. I think the 
secret is that Sony was just w illing not to 
ever make any money on the movie 
| laughs |" 

Why was Sonnenfeld initially reluctant 
to tread this territory again? “The problem 
for me was, for one, it's a really annoying 
movie to make. It’s a lot of days, and a lot 
of blue screen. The first one, we were won¬ 
derfully under the radar, because that sum¬ 
mer was BATMAN AND ROBIN and 
LOST WORLD and all these other movies. 
We were kind of invisible, and we snuck up 
on people at the last minute. This time, we 
don’t have that luxury. 

"What made me very hesitant was that I 
had directed a sequel before—ADDAMS 
FAMILY VALUES—which many people 
actually think is belter than the first AD¬ 
DAMS FAMILY. (I actually like the first 
one more, because it's more romantic.) So 
we had the same kind of problems on MEN 
IN BLACK 2: Mow much do you make it 
resemble the first movie, and how much 
different do you make it. so that people 
don't see the jokes coming? That w as real¬ 
ly tough. The first script I read lor MEN IN 
BLACK 2 was too much like the first 
movie. But we were able to |revise] it to a 

THE PAST IS BACK: The con- 

point where, now. 1 really 
like the movie." 

Sonnenfeld held that, like the original. 
MEN IN BLACK 2 is a character driven 
comedy that's more about people than plot. 
It begins a few years after the first film 
ended, with Agent K living in blissful, neu- 
ralyzed ignorance as a postal worker in 
Cape Cod. Agent J has injected the MIB 
agency with his own sense of style and atti¬ 
tude. but lie’s turned into a hothead who 
keeps firing partner after partner (one of 
w hom. Agent T. is played by THE TICK's 
Patrick Warburton), first erasing their 
memories with the neuralyzer. At the time 
of our interview. Sonnenfeld couldn't di¬ 
vulge further story details, but he tried to 
accommodate our need to know. 

"| Agent KJ did something twenty-five 
years ago that he shouldn't have done, 
something he thought he'd taken care of— 
a mission he was assigned to that he didn't 
do w hat he was supposed to. Now it’s come 
back to haunt him in that Lara Flynn Boyle, 
who he thought he'd gotten rid of twenty- 
five years ago. comes back to Earth, look¬ 
ing for this thing that Tommy was sup¬ 
posed to have given her back. She's really 
angry. 

"The only one w ho knows what really 
happened is Tommy, and his memory has 
been erased by Will. So Lara Flynn Boyle 

has come to find Tommy, 
because she knows (hat he 

has the answer to what happened to this 
thing that he was supposed to have done 
something with. And, boy. if you 1 print 
that), millions of people w ill be coming 
opening day! |laughs|" 

Sonnenfeld is an affable guy. and 
seemed to be holding up quite well under 
the pressure—MEN IN BLACK 2 was put 
on the fast track at Sony in September. 
2000. and began filming in June. 2001. It's 
also clear that he has great rapport with his 
actors. His style of comedy, demonstrated 
so well in films like GET SHORTY and 
BIG TROUBLE (let's ignore WILD WILD 
WEST for the present) is dry anti sly, and 
doesn't rely on the dumbass humor of 
Adam Sandler movies or the gross-out gags 
of the Farrelly brothers. It’s a style that 
Tommy Lee Jones, who hadn't really been 
known as a comic impresario before MEN 
IN BLACK, had to get adjusted to. 

"The best thing about doing the sequel 
is that I've loved working with Will and 
Tommy on this one," Sonnenfeld said. "On 
the first movie. I think Tommy didn't un¬ 
derstand my version of comedy, and Tom¬ 
my didn't know how funny he was until he 
saw the movie and realized. George Burns 
is as funny as Grade Allen: you need both 
a straight guy and a funny guy. but they're 

sequences of his younger 
days forces a de-neuralized 
Agent K to confront a danger¬ 
ous and enigmatic alien (Lara 
Flynn Boyle). 



equally funny. Tommy, having finally seen 
the first movie, realized that I wasn't trying 
to make him not funny. I was trying to 
make him really funny. Tommy loves what 
he did on that movie and has now so em¬ 
braced it. 

“I remember doing a take at the very be¬ 
ginning of (MEN IN BLACK 2). I said, 
‘Hey Tommy. I want to do one more, and 
here's what I want you to do.* And Tommy 
said. ‘You want me to do absolutely noth¬ 
ing. I get it.' But, he said it with a real de¬ 
lightful face. Basically. Tommy wants to 
say nothing, as he did on the first movie. 
He would come to me and say. ‘Barry, you 
don't need this line, you don't need this 
line, give Will this line of mine, because 1 
don't want to say it.' 

"He’s recently married and he's very 
happy, and Will's very happy and in great 
shape. I had worked with Johnny Knoxville 
(of MTV’s JACKASS, who plays a two- 
headed alien in the filmj before on BIG 
TROUBLE, and he's a joy to work with 
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FOUNDATION IN BLACK: Present at 
the birth of the MIB force. Agent K 
(Tommy Lee Jones, right) has to re¬ 
turn to save the agency. Below: 
Jones gives director Barry Sonnen- 
feld some pointers on wielding the 
diminutive but deadly Stinger 

firm1 

the other day where Will brings 
Tommy into the gun room to 
give him a gun. And Will looks 

at this scene and he says, ‘Bar¬ 
ry. you don't need this scene.' I 
go, ‘No, no. you do need this 
scene, it's a funny scene.* So, 
Will has now embraced Tom¬ 
my to the point where he does- 
n't even want to do whole 
scenes. 

"Part of the joy of this 
movie is. at the beginning, to 
see Will Smith basically play¬ 
ing Tommy Lee Jones—being 
this sort of hard, angry guy that 
Tommy was by the end of the 
lfirst] movie, and seeing Will 
he totally in charge until, basi¬ 
cally. Dad comes home. Liter¬ 
ally. there is a scene where Will 
goes from 
‘I'm 
charge,’ 

and a really talented actor. 
With Will Smith, the comic equation is a 

little different. A sitcom actor by trade. 
Smith's movie persona lends to be any¬ 
thing but subtle (remember: "I could have 
been at a barbecue!”), but Sonnenfeld man¬ 
aged in MEN IN BLACK to ratchet the ex- 
rapper's performance down a little bit. to 
great effect. For the sequel, Sonnenfeld 
says Smith took it a step further. 

"On this one. Will has so embraced 
Tommy's attitude. We were doing a scene 

‘OK. Dad. tell me what to do—I’m really 
sorry.’ Tommy getting his memory back is 
great.” 

Another reason for Sonnenfeld's early 
reluctance to do the second film was a mild 
case of "sequelitis.” The director has done 
the “sequel thing” before, and is well aware 
of the perils of folknving up a popular film. 

BACK TO THE FUTURE may be the ex¬ 
ception. but oftentimes what makes a se¬ 
quel successful is that the first movie was¬ 
n't very good, and the second movie is bet¬ 

ter. I thought that AUSTIN 
POWERS: THE SPY WHO 
SHAGGED ME was a bet¬ 
ter movie than the first one. 
The first MEN IN BLACK 
ended up. at the end of the 
day. being a decent movie. 
So, I'm a little worried that 
we're going to be compared 
to the first one. That was my 
big concern: How do you 
make a sequel, but not make 
the same movie over again, 
but not screw up what was 
working? What was work¬ 
ing was the relationship be¬ 
tween Wi)I and Tommy— 
how can you screw that up? 
Well, it would he by having 
Will be like Tommy the 
whole movie, because peo¬ 
ple want to see Will being 
amusing and energetic. That 

was the concern I hud. 
“In one of the early drafts. Tommy did¬ 

n't come into the movie until page forty- 
six, so one of the first things 1 did was try 
to gel him into the movie early. The first 
day we worked with Tommy, which was 
about two weeks into the movie—we were 
shooting in Grand Central Station—when 
we got done shooting. WiII came up to me 
with a big grin on his face and said, ‘K 
makes J.’ In other words, without Tommy 
there is no Will; without K. Tommy’s char- 
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aetcr, there is no J. which 
was why I needed to get 
him into the movie as early 
as possible." 

While Sonnenfeld is 
rightfully concerned with 
getting the right story, per¬ 
formances. and comedic 
hooks, he is also a very vi- 
sually-oriented director, 
having risen through the 
ranks as a director of pho¬ 
tography. MHN IN 
BLACK was a great dis¬ 
play of SonnenfeId’s visual 
style, from the wide, low- 
angle shots that captured 
(he MIB headquarters and 
other vast sets, to the thrill 
of Agent K’s MIB-mobile 
racing through the Last 

River tunnel and the final battle at Flushing 
Meadow Park in Queens. To re-create this 
alien-infested world in MEN IN BLACK 2. 
Sonnenfeld once again called on visual ef¬ 
fects supervisor John Berton and his team 
of technicians from Industrial Light and 
Magic. 

Berton. whose list of credits stretches 
back to TERMINATOR 2: JUDGMENT 
DAY and JURASSIC PARK, says he ap¬ 
preciates Sonnenfeld's story-conscious ap¬ 
proach. and tries to follow it by creating ef¬ 
fects that enhance the story rather than just 

URBAN OPERATIVE: His standards unrea¬ 
sonably raised after his partnership with K, 
Agent J, (Will Smith, left and above with 
the very well-camoflaged alien Frank the 
Pug) regains some of his composure once 
the agency is threatened with total anniha- 
lation. 

illustrate it. “The most fun 
stuff for us to do |are] the 
things that we don’t know 
how we’re going to do 
them.” Berton said. "Barry 
was talking about Serleena. 
and how her powers grow 
from kind of a planty, rooty 
structure that can do every¬ 
thing. from forming itself in¬ 
to a Victoria’s Secret model 
to taking over all of MIB 
with a giant bramble. That's 
hard stuff for us to do. and 
it's kind of on the forefront 
of what we're doing with vi¬ 
sual effects right now. which 
is figuring out a way to use 
the complicated computer 
systems that we have to cre¬ 
ate really complex, realistic 
effects but still control them. 
That's the trick. 

“Films like TWISTER, or 
the MUMMY films, where 

we've used a lot of atmospheric effects to 
create sandstorms and tornadoes and that 
sort of thing, or PERFECT STORM, where 
the ocean was created using computer tech¬ 
niques. they require a tremendous amount 
of computation. But you have to find a way 
to control that computation to get exactly 
what you want. It's not like the real world, 
where things just happen. In the world of 
feature films, things just happen exactly the 
way the director wants them to. and that’s 
really the difference—you have to have a 
way to take these complicated effects that 

you cun create and then make them do 
specific things to serve the story. Other¬ 
wise. they're just pretty pictures up on the 
screen, and they don't really help the 
movie or make the movie better. 

"Serleena and all of her powers—that’s 
going to be a very complicated and inter¬ 
esting thing to make. Very' organic, very re¬ 
alistic. and it’s going to have to work with¬ 
in the context of the movie to help tell the 
story. To do that requires a tremendous 
amount of engineering to create this effect 
in the first place, and then it takes some 
clever engineering to figure out how to let 
the artists at ILM control it. to gel exactly 
what Barry wants. So. that’s what I consid¬ 
er to he our biggest body of work on this 
film." 

Surprisingly. Berton said, nothing is re¬ 
ally easier when you’re making a sequel to 
a mega-budget special-effects film. He 
cites his work on the two MUMMY movies 
as an example: “You always have to find a 
way of topping yourself. You’ve got a stan¬ 
dard set about what made the first movie 
great, and how you want to bring an audi¬ 
ence back in to revisit that group of charac¬ 
ters and that group of situations." While the 
creators' goal is to make something new 
and different, it is tempered by the reality 
of audience expectations. Berton said the 
fact that the core of MEN IN BLACK has 
returned, both in front of the camera and 
behind it. is a good foundation for a suc¬ 
cessful PART 2. 

But even though some groundwork was 
laid by the original movie, Berton said the 
ILM team approached MIB2 like most any 
other movie, with a clean slate. “We have a 
plan. It starts with the script. We read the 
script and we know what the story’s going 
to be. When we get here [to the set) we take 
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MEN IN BLACK 2 

When There’s a Cityful of Aliens to Design 

By Steve Ryfle The original MEN IN 
BLACK had a lot of 
things going for it: the 

cool, unlikely chemistry be¬ 
tween Tommy Lee Jones and 
Will Smith: a fun story: a talk¬ 
ing dog; and great special ef¬ 
fects. But let's face it: What we 
really remember are those little 

aliens, the ones who, after trav¬ 
eling light years to reach Earth, 
want nothing more than to drink 
coffee and smoke cigarettes. 
Now that \ funny. 

Those little guys, and all the 
other alien bugaboos large and 
small, were designed by the 
amazingly talented Rick Baker 
and the crew at his creature 
shop. Baker has won six Acade¬ 

my Awards for AN AMERICAN 
WEREWOLF IN LONDON. 
HARRY AND THE HENDER¬ 
SONS, ED WOOD, THE 
NUTTY PROFESSOR. MEN 
IN BLACK, and HOW THE 
GRINCH STOLE CHRIST¬ 
MAS. and has been nominated 
ten times overall (but. strangely, 
not for his work on the PLAN- 

APES re-make). His list of 
creature-creations is unparal¬ 
leled. dating back to his influen¬ 
tial work on the variety of aliens 
in the original STAR WARS. 
Yes. this makeup man has some 
awesome credentials. 

So. when Barry Sonnenfcld 
and Sony began pushing for¬ 
ward in late 2000 with MEN IN 
BLACK 2. there was never any 

question that they wanted— 
needed—Baker to return. But it 
almost didn't happen. Baker, 
who's been working nonstop for 
more than a decade, had 
planned to take a hiatus. Lucki¬ 
ly for Sonnenfcld. Baker is still 
very much a big kid at heart, 
and it's hard for him to refuse a 
chance to make new monsters. 

“After THE 
GRINCH, I had 
planned on taking a 
year off. but Tim 
(Burton) called me 
about PLANET OF 
THE APES, and I 
had a hard time turn¬ 
ing that down." Bak¬ 

er said during an inter¬ 
view on the MIB2 set in 
fall 2001. “And then, 
when I said I was taking 
time off. Barry right away 
called up and started pry- 
ing: *1 low are we going to 
do MEN IN BLACK 2 
without you?’ So, 1 was 
like, ‘All right.' and I 
wanted to do it. And this 
has been really fun. actu¬ 
ally." 
What makes a movie like 
MIB2 fun. Baker added, 

is that he gets to use his whole 
bag of creature-making tricks. 
“What I liked about the first 
MEN IN BLACK, and what I 
like about this one. is that we 
get to do everything. Some¬ 
times I'll do a show like PLAN¬ 
ET OF THE APES, which was 
basically a makeup show, or I'll 
do a show where it’s an aniina- 
tronic show, and we’ll do all 

this animatronic stuff. This one. 
we do all that. We’ve got make¬ 
ups. we've got animatronic 
things, we’ve got fake heads. 
And we're very involved with 
the visual effects aspects of it as 
well. So it’s the whole bag of 
tricks, which makes it fun." 

Baker said M1B2 is a w in¬ 
dow to the future of special-ef¬ 
fects films, wherein the makeup 
and visual-effects crews ("the 
rubber stuff and the pixel stuff," 
is how he put it) are married 
more tightly than in the past. 
The film's main villain, a root 
creature that Serleena (Lara 
Flynn Boyle) morphs into, was 
designed by Baker's crew but 
implemented by the CGI wiz¬ 
ards at ILM. for example. 
“Some people. I think, are al¬ 
ways trying to cause a war be¬ 
tween the rubber guys and the 
computer guys, but I think they 
both have their place, and they 
both have their strengths and 
weaknesses.** Baker said. 

in addition to his makeup 
artistry. Baker is also known 
for his acting—occasionally. 
His performance inside the tit¬ 
ular monkey suit in Dino De 
Laurentiis's much-maligned 
1976 KING KONG remake is 
the stuff of legend, and more 
recently he played an old ape 
in PLANET OF THE APES. 
But MEN IN BLACK 2 is a 
special film, in more ways than 
one. for Baker. He actually has 
two on-camera roles: one as an 
alien who chokes a couple of 
humans: another as himself—a 
disguise expert w ho fits alien 

ET OF THE 
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TIGHT DEADLINE: The vast 
roster of lifeforms that took 
over a year to design for the 
original MEN IN BLACK 
(left) had to be created in 
only a few short months for 
MEN IN BLACK 2. 
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visitors with human 
visages before they 
mix with Earth's general popu¬ 
lation. 

The idea for the character. 
Baker said, came to him while 
working on the first MEN IN 
BLACK, with its alien heads 
and bodies so mismatched in 
size as to be physically impos¬ 
sible. “My job is to put people 
in makeups and things, and I 
know what it takes,” he said. “I 
know that if you have a guy 
with a hig head like this, it 
doesn’t really go on a smaller 
body. But in MEN IN BLACK, 
that happened, you know? And 
you had these guys with ab¬ 
solutely real-looking heads on 
sticks and things. It’s like, 
where do these come from? 
How do these aliens do that? 

"So I thought that when they 
check into Men in Black head¬ 
quarters. there’s a guy who’s 
basically a Rick Baker guy. I 
proposed that in the first movie, 
not that I was proposing it to be 
me ....I told Barry. 'I want to be 
in the movie somewhere.’ He’s 
like. ‘OK. we’ll do that!’ But it 
was. like, the day before we 
shot the scene, so it wasn’t as if 
we had prepared a whole bunch 
of cool stuff. So I’m basically 
putting a bald wig on. and say¬ 
ing a couple lines, and saying 
goodbye. 

"I proposed to him another 
thing, where we had these two 
bird-people that were really 

LIVING IN HARMONY: Crea¬ 
ture effects master Rick 
Baker likes to encourage 
cooperation between his 
team and the digital effects 
group. Above: Filming a se¬ 
quence with Frank and Bak¬ 
ers cigarette aliens. cool make¬ 

ups that I re¬ 
ally like. I used these two actors 
I worked with before on 
CJRINCH. because they have 
incredibly long necks. I thought 
it would be good to show them 
coming up to me, and I start 
working on them. You cut away, 
cut back, and we take the make¬ 
up off and show the guy the 
way he looks, because he’s got 
this kind of weird, bird-like face 
anyway—that’s the human dis¬ 
guise. I don’t know if we’re go¬ 
ing to do it or not." 

Baker’s one lament on MIB2 
is that he. like everyone else in¬ 
volved. wasn't given much time 
to design and create the aliens. 
Pre-production on MIB2 lasted 
a mere four months—hardly 
enough for an "event movie** of 
this magnitude. One thing that 
made Baker’s work a bit easier, 
however, was that he was given 
more creative freedom, al¬ 
though it was far from carte 
blanche. 

"Barry is involved.” Baker 
said. "He wants to see all the 
stuff, and he’ll comment on 
things. Unfortunately, a trend 
that's happening now is we 
don’t get a lot of lead time any¬ 
more. The same work that you 
had a year to do [on the first 
MEN IN BLACKJ. now they 
want it in four months. We hail 
a very short pre-production time 
on this. I actually started doing 
designs when we were finishing 

PLANET OF THE APES. I was 
in the makeup trailer, on my 
computer, designing aliens. I 
wanted to put as many people 
on it as soon as possible, be¬ 
cause on the first film—and 
I’ve been quoted as saying 
this—we did more designs on 
that one film than I did in my 
entire career, put together. We 
had thousands of designs, and 
the problem was that we had 
Bany. we had Steven Spielberg, 
and we had Walter Parks all 
having something to say about 
it...we ended up generating a 
bunch of stuff. 

“We can't do that on this 
one: we don’t have the time to 
do that, so Barry made the deci¬ 
sions. I was kind of flattered, 
because most of the designs he 
picked out of the group were 
mine [Laughs]. And I didn't 
necessarily agree with him on 
some ol them, because I 
thought some of the other de¬ 
signs were pretty interesting." 

Like most artists in his field. 
Baker has embraced the role of 
computers in the design 
process. "I used to draw and 
paint more traditional designs, 
and I would not always get 
what I had in my head. With the 
computer, you can save it and 
have no fear of messing it up. 
because you can always go 
back. I find that it frees me up a 
lot. There are all sorts of filters 
that do interesting tilings, and 
you can apply one layer over 

another in an interesting way. It 
forces me to do designs that I 
don’t think I normally would 
have done. On this film, all the 
designs I did were on the com¬ 
puter, and with a lot of them, 1 
wasn't even sure what I was de¬ 
signing at first. I started scrib¬ 
bling some stuff, and started 
doing different things, and 
thought. That kiiui of looks in¬ 
teresting. I'm going to paste 
this over here—let's find a 
place to use that. Some things 
didn't find a place, but others 
did” 

As an example. Baker refers 
to a fight scene that lakes place 
at MIB headquarters in Jeebs’s 
(Tony Shaloub) basement. 
“There’s this character who 
gets his human face knocked 
off. And there’s this line. ‘You 
look like a bowl of Spaghetti- 
O’s thrown up.’ I did these 
spaghetti designs, but they 
looked kind of like guts, which 
1 didn’t think would fit in. So I 
suggested to Barry that we 
change that line to ‘you look 
like creamed corn thrown up,’ 
because creamed corn is dis¬ 
gusting stuff, but it’s not bloody 
looking. So I designed this 
creamed corn alien. And what 
I’m really pleased with is that 
this corn-faced guy that I did 
the illustration of looks like a 
photograph of the makeup. 
They're so close, it’s really 
cool. I love working on the 
computer.” 
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a look at what’s going on. and say, ‘Here’s 
the things that have changed now that we 
have a real set. now that we can sec what 
we really want to do.* It’s a combination of 
being prepared for what you know will be 
in the movie, and also being prepared for 
those things that you don’t know are going 
to be in the movie. That’s why you have a 
visual effects supervisor on the set. I can sit 
here with Barry and we can strategize. 

"You have to be very reactive, as well as 
being well-prepared. You know what all the 
options are, and you come with a full set of 
tools, then you can react to the situation 
and create a visual effects strategy that 
makes it so you spend your lime in post 

help establish the ‘new way’ of MIB. in the 
days after K has been neuralyzed. We use 
these big-scale aliens to help you under¬ 
stand what it’s like now that J is in charge 
of things.” 

And what about those "cigarette” aliens, 
ye of the impossible physique? “Those 
guys actually arc going to play a stronger 
role in the movie,” Berton said. "As you 
know, they were very popular in the first 
film, and in the MEN IN BLACK cartoon 
series. So, they’re going to show up in this 
film, and they have a much stronger role to 
play. That is a great example of where we 
worked with Rick Baker and Tony Urbana, 
who’s the movie's puppeteer, and his crew. 

cast, direction, and effects, but the also due 
to the returning talents of production design¬ 
er Bo Welch, a veteran of films like 
BEETLEJUJCE. EDWARD SCIS- 
SORHANDS. BATMAN RETURNS, and 
WILD WILD WEST, as well as MEN IN 
BLACK and numerous non-genre Hicks. 
Welch designed and built the huge sets that 
form the backdrop of the MEN IN BLACK 
movies—how appropriate, then, that we in¬ 
terviewed him at the new' MIB headquarters, 
with the aforementioned hamburger stands 
in the background. 

uThe first day with Tommy, Will came up to me 
with a big smile on his face and said, “K makes J.” 

—Director Barry Sonnen feld 

making the shots look great, not a lot of 
time fixing up the things that were broken 
because you weren’t prepared. And. to me. 
that’s why I’m here on the set—to make 
sure we do spend our time and our money 
making the shots look great." 

Prior to the start of production, rumors 
suggested that MEN IN BLACK 2 would 
largely take place in outer space, but Son- 
nenfeld and Berton said that idea was 
dropped because it detracted from the MIB 
formula. Once again, the center of the ac¬ 
tion is New York City, where MIB head¬ 
quarters is located and home to the biggest 
population of extraterrestrials on Earth. 
Other reports, which Sony has neither con¬ 
firmed nor refuted, said the movie’s big fi¬ 
nale was originally to take place at the 
World Trade Center, with a swarm of alien 
spaceships encircling the twin 
towers. In the aftermath of 9/11. 
the finale’s location was report¬ 
edly changed to the Chrysler 
Building. And. even before the 
terrorist attack, there were other 
rumors circulating on the Inter¬ 
net that the MIB2 script included 
two endings, one of them a slam- 
bang action sequence and the other 
a more dramatic conclusion 
w herein one of the main characters 
(presumably. Agent K) makes a 
permanent exit from the franchise. 

But even though the production 
is Earth-centric, there’s still 
enough aliens and futuristic tech¬ 
nology to keep the visual effects 
artists interested. “We’ve got a lot 
of things going on with some of 
the vehicles that the Men in Black 
drive around in. and some of the 
things they can do.*’ said Berton. 
“There’s a couple of creatures at 
the beginning of the movie that 

to decide where things will be CGI and 
where they will be puppets onstage. This is 
something we do a lot more now than we 
did. say, five years ago when w'e made the 
first film, this cutting back and forth be¬ 
tween live-action puppetry of characters 
and CGI replications of those characters. 
The worm guys are definitely going to be 
that way. So you’ll see Rick Baker’s char¬ 
acters being puppeteered. and then we may 
cut to a worm guy running down a hallway, 
which would be very' hard to puppeteer. We 
did this on the first film, too—we pioneered 
a lot of work w ith Rick in the Mikey’ se¬ 
quence in the beginning of the film, where 
he’s exploded. Part of that is Rick Baker s 
stuff, and then it cuts back and forth to a 
CGI alien.” 

The look of MIB2 will not only be fa¬ 
miliar because of the 
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"It has a small taste of the homoge¬ 
nous commercialization of the world." 
Welch said, surveying his creation. "I 
think it's funny that the aliens enjoy 
Burger King on their way here or there, 
and that they get their (cell phone | ser¬ 
vice updated, and they buy souvenirs 
and liquor. It’s funny. I’ve always 
thought of this as (an airport) terminal. 
There’s a Star- 
bucks—Barry and I 
were joking, and 
thought it would be 

RETRO RENDITIONS: The call¬ 
backs to 60s design style es¬ 
tablished in the original MIB 
(right) continues in the sequel, 
including the incorporation of 
some of that decade s more pe¬ 
culiar passtimes (below). 

' if. A 

av 
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funny." 
Welch gave us a rundown of some of the 

other large construction projects that the 
movie entailed. "We have a rooftop set 
across the street [from the studio) that’s [the 
setting of the] set-piece action ending. We 
also have another large set that’s called "the 
impound"—it’s where spaceships and space 
vehicles are impounded. A hig. fun. archi¬ 
tectural set. and it’s over on Stage 30 (the 
largest on the Sony lot). It’s the new part of 
Men in Black headquarters. That was partic¬ 
ularly fun. because [the main headquarters 
set 1 was pretty much already designed. That 

was intriguing, because the impound set is 
vast. Then there’s also the de-neuralyzer 
room, which really looks like a giant toilet 
bowl that the guys gel Hushed out of. They 
go through some glass tunnels, and end up 
in Times Square.’’ 

Welch also oversaw the design of the 
new Men In Black cars. “The original vehi¬ 
cle was a 70*s Ford LTD. But thinking about 
Will Smith’s character having been in the 
Men in Black now for some time, the one 
thing we granted Will was the chance to up¬ 
grade the ear. He selected Mercedes-Benz, 
and now that Mercedes has a lot of new ca¬ 

pabilities. It’s able to Hy—it’s cool." 
There’s also a new alien vehicle built 
out of parts culled from the scrap 
heap. "Serleena releases a bunch of 
had aliens, and gets Jara. another 
alien, to go to the impound and scav¬ 
enge pieces from the spaceships there. 
He puts together a super spacecraft for 
her to get out of here. So, Serleena’s 
ship is new, and there’s a chase." 

How’s it working with Sonnenfeld? 
"Barry is the best. I said Yeah. I’ll do 
this movie.* even before there was a 
script, because I enjoy working with 
him so much. He’s so fun. and smart. 
My first experience working with 
Barry was on MLN IN BLACK. 
When you design these sets, often 
you think. ‘Well, you’ll only sec a lit¬ 
tle bit of it in the movie.’ But you saw 
it all. because Barry appreciates the 
visual aspects, and he loves to shoot 
with low, wide angles." 

Sonnenfeld. meanwhile, is using 
his wits to get him through the long, 
arduous shooting days. Despite his 
satisfaction that the budget is "not in¬ 
sane." this is certainly a very expen¬ 
sive movie, and he knows that re¬ 
viewers will be laying in wait conic 
May. 2002. But Sonnenfeld has hig- 
ger issues on his mind. Why, someone 

asked, doesn’t lovely Linda Fiorcntino— 
who at the end of the first film joined the 
MIB as Agent L—reprise her role? 

"Didn’t want to make a movie about the 
relationship between J and L." Sonnenfeld 
explained. “We did have her actually in the 
morgue at one point, but 1 think it wasn’t a 
hig enough part for Linda to want to do it. 
Again. I think the movie had to be about J 
and K, although I think the third one will 
he exclusively about Frank the Pug J the hi¬ 
larious talking dog from the original, who 
reappears in the sequel |. You laugh now. 
hut wait *lil you see the film!" ( 
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MEN IN BLACK 2 

The Joke Isn’t Always at 

the Genre’s Expense 

By Andrew Osmond Quick quiz: how many of 
these film ami TV 
quotes can you identify? 

I) "I want to talk to you 
about ducts! ’* 

2) "My brain?! That's my 
second favorite organ! ” 

3) "Ten to twenty million 
killed, tops. depending on the 
breaks! ” 

4) "If they scatter, go for the 
baby!" 

5) "Give me your granny... 
She's over the age limit, stum 
she'll only he good for marrow 
pate." 

(Answers at the end.) 

There's an adage that ana¬ 
lyzing humor ruins it. hut it 
seems clear that, within science 
fiction, the genre falls into two 
main types: There’s sf which is 
comedy and comedy about sf 
—meta-sf comedy, 
as it were. The first 
type uses the meth¬ 
ods of sf to tell 
jokes. The second 
has sf as the joke, 
as a cultural artifact lor the gag- 
meistcr. like disco or SCOOBY- 
DOO. 

For an example of the latter, 
take GALAXY QUEST, where 
the central characters, most ob¬ 
viously those played by Tim 
Allen and Alan Rickman, are 
thinly-veiled takeoffs of STAR 
TREK stars. Indeed, the whole 
of GALAXY QUEST revolves 
around spoofing the STAR 
I REK institution. The fictional 
program’s rabid "Queslerian" 

fans come in for much ribbing, 
and TREK’s beloved absurdi¬ 
ties—the bit-part crewmen with 
mysteriously high mortality 
rates: the rampant libidos of 
hero captains; the vital impor¬ 
tance of ventilation ducts (or is 
that DOCTOR WHO?)—all be¬ 
come targets for deflation. 

“Meta" sf comedy encour¬ 
ages audience participation. Al- 

GALAXY QUEST is accessible 
to viewers with a passing 
knowledge of TREK, many of 
the best gags are in-jokes, rely¬ 
ing on recognition and shared 
knowledge—the audience fills 
the blanks. The hip alien-invad¬ 
er film THE FACULTY also 
treated sf as a set of cliches ripe 
for pop-deconstruction and 
heavy irony. Scripted by Kevin 
Williamson, who played similar 
tricks with the slasher genre in 
SCREAM. FACULTY'S main 

joke is that the teen heroes, like 
the audience, know the rules of 
alien possession as laid down 
by BODY SNATCHERS and 
PUPPET MASTERS. 

For further examples of 
meta-sf comedy, try the famed 
debate in Ken Smith’s 
CLERKS, where video-store 
geeks argue the ethics of blow¬ 
ing up the Death Star’s mainte¬ 

nance staff, or the climactic "I 
am your father" gag in TOY 
STORY 2 (the one where the 
audience laughs loudest). Be¬ 
yond STAR WARS, there are 
the highly acclaimed, highly- 
knowing celebrations of kitsch 
sf. appealing to our memories 
of the cheap films we laughed at 
on late-night TV. As well as 
AMAZON WOMEN ON THE 
MOON and MARS AT¬ 
TACKS!, these include the 
beautifully-acted ED WOOD, 
with its loving recreation of 

PLAN 9 FROM OUTER 
SPACE in all its execrable de¬ 
tail, as well as MATINEE, 
where John Goodman imper¬ 
sonates schlock director 
William Castle promoting the 
incredible film-wilhin-a-film, 
MANT. 

On a deeper level, though, 
there are comedies which treat 
science-fiction not as ironic ma¬ 
terial. but creative form. Con¬ 
sider two films widely regarded 
as among cinema's best. Stan¬ 
ley Kubrick’s DR. 
STRANGELOVE and Terry 
Gilliam’s BRAZIL. These are 
genuine sf/comedy fusions. 
Both conjoin ideas of vast 
scale and lunatic intricacy 
(tenets of much classic written 
sf). There's little difference be¬ 
tween the bureaucracy-driven 
nightmare of BRAZIL and the 
systematic insanity of 
STRANGELOVE. Once the 
structures are in place, it only 
takes a pinch of Swiftian absur¬ 
dity to gel the laughs coming. 

In BRAZIL, we follow hero 
Jonathan Pryce on his quest 
through the increasingly loony 
Ministry of Information, where 
prisoners’ screams are tran¬ 
scribed verbatim by bored re¬ 
ceptionists, and Robert de Niro 
is climactically consumed in 
reams of paper. In 
STRANGELOVE. we're privy 
to a horribly convincing pic¬ 
ture of military strategy, where 
generals say things like, “We 
must close the Doomsday 
Gap." The plots of both operate 
like Rube Goldberg devices: In 
BRAZIL, the entire story is 
triggered by a squashed fly; in 

ence fiction television. 

t h o u g h 
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STR ANGELO VE. it's 
Sterling Hayden’s honkers 
General Jack D. Ripper 
and his theories on fluori¬ 
dation and “bodily 
essences" that trigger Ar¬ 
mageddon. 

Interestingly, both 
STRANGELOVE and 
BRAZIL were released 
close to straight variants 
on the same themes, 
STRANGELOVE parallel¬ 
ing Sidney Lumet’s excel¬ 
lent nuclear nightmare, 
FAIL SAFE. while 
BRAZIL appeared three 
years after the ultra-bleak 
remake of 1984. The same 
point is often made for 
MARS ATTACKS! versus 
INDEPENDENCE 
DAY. except the story 
is weak in both. The 
best sf comedies don’t 
jettison plot but rely 
on it: the key ideas 
support a straight film 
as well as a comedy. L~ 
Which is why BRAZIL is a 
masterpiece, and MARS AT¬ 
TACKS!. for all its bubbling 
sketch-show invention, is Tim 
Burton’s worst film bar PLAN¬ 
ET OF THE APES. 

The original MEN IN 
BLACK is a fine example of 
strong comedy narrative. The 
film skillfully employs Will 
Smith’s likeable viewpoint 
hero to draw us into a world 
where Slv Stallone is an alien 

* 

immigrant, and the FBI's main 
information sources are wacko 
supermarket tabloids. These 
are funny ideas, and an effec¬ 
tive use of what sf critics call 
“conceptual breakthrough." the 
discovery that the world (or 
universe) is utterly different 
from the way we imagine. In 
the same vein, there’s John 
Carpenter’s satirical THEY 
LIVE, which culminates in the 
revelation of a world ruled by 
skeletal, Reaganite aliens. Or 
THE TRUMAN SHOW, where 
the child-like Jim Carrey real¬ 
izes that he is the center of the 
universe. 

In contrast to ED WOOD- 
like celebrations of the stupidi¬ 
ty of sf. such works revel in 
their cleverness, from the So- 
cratic debate with Bomb Twen¬ 
ty in DARK STAR, to the quest 
in HITCH-HIKERS GUIDE 
TO THE GALAXY for the 
question to the answer of Life. 

LAUGHING WITH: MEN IN 
BLACK builds its humor 
like the best science fiction: 
through extrapolation of its j|lc> Uni¬ 
core concept. I . 

! verse, and 
Everything. 

Even the thud’n’blunder of the 
Sylvester Stallone actioner 
DEMOLITION MAN is leav¬ 
ened by sharp gags and a fo¬ 
cused script. 

The familiar idea of alien 
observers allows for another 
kind of fish-out-of-water hu¬ 
mor. with aliens placed in the 
heart of Earthling normality. 
The "eccentric alien outsider" 
TV sit-coms include the Robin 
Williams vehicle MORK AND 
MINDY and the long-running 
THIRD ROCK FROM THE 
SUN. True, sf ideas are built in¬ 
to the premises, like the THIRD 
ROCK characters possessing 
wildly ill-matched bodies and 
minds. However, the extra-ter¬ 
restrials are mainly a mouth¬ 
piece for observational humor 
about the here-and-now. casting 
humans in the alien role. 

The other-woi Idliness of 
much SF makes ii possible to 
use material taboo elsewhere. 
The "sick joke" approach is 
well-established: Films as di¬ 
verse as STRANGELOVE and 
DELICATESSEN deliberately 
huild on the most disturbing 
premises (nuclear disaster, 
mass cannibalism). The same 
applies to DEATH RACE 
2000, where David Carradine 
and a young Stallone compete 
to mow down as many pedes¬ 
trians as possible in 1975’s an¬ 
swer to CARMAGGEDON. 

The film has a remarkable 
scene where smiling oldsters 
are wheeled it) front of the rac¬ 
ers on "euthanasia day" 
(shades of the controversial 
"suicide booth" gag in the car¬ 
toon FUTURAMA!). Despite 
the anticipated punchline, 
though, the cars actually 
swerve away from the septua¬ 
genarians and plough through a 
bevy of nurses, a scene that 
could be played with a MON¬ 
TY PYTHON laugh-track. 

From sick ‘n’ twisted hu¬ 
mor. it’s only a short step to the 
sf sex comedy. Going roughly 
downhill in respectability, the 
Woody Allen film EVERY¬ 
THING YOU WANT TO 
KNOW ABOUT SEX has a 
Frankenstein episode where 
Allen is chased across the 
countryside by a giant female 
breast (finally caught in a tent- 
sized bra). Allen also starred 
alongside Diane Keaton in the 
future farce SLEEPER, famous 
for its "orgasmatron" pleasure 
machine. Then there’s BAR- 
BARELLA with the under- 
dressed charms of Jane Fonda, 
and. descending to the decided¬ 
ly naughty, the notorious 
FLESH GORDON. Sadly, de¬ 
spite some charmingly daffy 
visuals. FLESH is much less 
funny than the 1980 FLASH 
GORDON, with its immortal 
cry, "I love you, but we only 
have fourteen hours to save the 
Earth!" 

So much for sex. How about 

romance? One common objec¬ 
tion to sf comedy is that, like 
much straight sf. it lacks 
"heart." Sometimes, this is the 
point: One can’t imagine much 
heart in a black satire like 
STRANGELOVE or ROBO- 
COP. Yet many of the best SF 
comedies use jokes to support 
rather than detract from a basic 
humanity, as true of "nasty” 
comedies as their sunnier 
counterparts. Both BRAZIL 
and DELICATESSEN, for all 
their outward cynicism, are 
based on hopeless romances. 
The TV show LOIS 
CLARK: THE NEW ADVEN¬ 
TURES OF SUPERMAN 
made the series’ romantic com¬ 
edy as interesting as its super¬ 
hero elements. 

From STRANGELOVE to 
MEN IN BLACK, the best sf 
comedy involves, challenges, 
provokes, disturbs, and makes 
us laugh. It’d be a mistake to 
take it for granted. The sight of 
William Shatncr playing him¬ 
self in AIRPLANE 2. or telling 
Trekkies to "Get a Life!" on 
SATURDAY NIGHT LIVE is 
entertaining, but the medium 
can do so much more. Let’s 
hope the trendiness of ‘meta* 
humor doesn’t leech off more 
adventurous forms until, one 
day. there’s nothing left. 
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The Clones are Poised to Attack 
The Audience Prays That9s a Good Thing 

Bx Denise Dumars In early 2002, viewers of the 
Oxygen network got a rare 
glimpse at the workings behind 

“a galaxy far. far away” when Car¬ 
rie Fisher, who played Princess 
Lcia Organa in STAR WARS 
EPISODES IV through VI. inter¬ 
viewed George Lucas for her 
show, CONVERSATIONS FROM 
THE EDGE. Driving up to Sky- 
walker Ranch, the palatial estate in 
Marin County, California where 

tr 

Lucas grows 
several vari¬ 
eties of fine 
wine grapes, 
Fisher 
quipped. “I 
think I'm go¬ 
ing to ask 
George Lucas 
if either I can 
move up here, 
or he buried 
up here." 
Viewers were 
subsequently 
treated to a 
small portion 
of the home’s 
interior, 
which includ¬ 
ed a huge li¬ 
brary with a 

spiral staircase 
and a gorgeous 
stained glass win¬ 
dow strangely 
evocative of the 
patterning of the 

Death Star in EPISODE IV. 
In the course of the interview. Fisher 
complained about the hairdo she had to 
wear in EPISODE IV. Smiling craftily. 
Lucas commented that she ought to see 
the hairdos in STAR WARS EPISODE 
II: ATTACK OF THE CLONES. Later 
on. while discussing how REVENGE 

READY OR NOT: Natalie 
Portman (above) will be 
reprising her role as Queen 
Amidala. Jar Jar (left) will 
also be back, in what is ru¬ 
mored to be a reduced, but 
more compelling, role. 

OF THE JEDI became RETURN OF THE 
JEDI, the most powerful filmmaker in 
Northern California dropped another hint: 
"(In EPISODE II.| we do begin to see how 
Anakin turns into Darth Vader. and it does 
have to do with vengeance and fear." 

And if viewers were hoping more details 
about the next installment to the epic STAR 
WARS saga would be forthcoming, they 
were sorely disappointed. Thus are the 
flames of fandom stoked. 

Before its street date of May 16, 2002, 
precious little was revealed about STAR 
WARS EPISODE II: ATTACK OF THE 
CLONES. George Lucas seemed to have 
some sort of gag order in effect, but 
whether this would whet the fans' appetite 
for the film or merely encourage disinterest 
and a growing sense of ennui about the epic 
STAR WARS saga was unclear. 

The fans seemed to be in disagreement 
about the situation. "I am going to sec it, 
but EPISODE I was so disappointing, it is 
something I'm not going to camp outside 
the movie house for." said college student 
Pierre Sosa. Sosa also didn't approve of the 
new-fangled technology being used in the 
film. "I wish they didn't have to use CGI. 
They should go back to the good old days 
of animatronics." 

"The only thing good about EPISODE I 
was Liam Neeson.” said art historian Lori 
Cadena. “The explanation of the Force was 
quite lame. It would have been far better to 
explain it as Qi or Mana—universal ener¬ 
gy....! don't see why they even fell fit) ncc- 



essary to explain it." 
Many east members 

from EPISODE I 
would he reprising 
their roles for 
EPISODE II. Natalie 
Port man returned, ag¬ 
ing from the young 
teen version of Padme 
A midala to a more ma¬ 
ture young woman; 
Anthony Daniels and Kenny Baker came 
hack as C-3PO and R2-D2; Samuel L. Jack- 
son reappeared as Mace Windu; and—to 
some viewers' dismay—Jar Jar Binks was 
hack, voiced by Ahmed Best. 

The most interesting returning cast 
member was likely Pernilla August, an es¬ 
teemed Swedish actress who appeared in 
Ingmar Bergman's FANNY AND 
ALEXANDER, and who previously 
worked with Lucas on the YOUNG INDI¬ 
ANA JONES CHRONICLES. While those 
were innrguably solid credits, it may have 
been August’s title role in MARY. MOTH¬ 
ER OF JESUS that originally compelled 
Lucas to cast the actress as Shnii Skywalk- 
er. a woman who, hy all appearances, gives 
birth parthenogenetically to Anakin. Was 
the actress on her way to being typecast as a 
woman who hears children without appar¬ 
ent benefit of male participation? "I don't 
know if 1 thought it was ironic." she was 
quoted as saying on the STAR WARS web¬ 
site. "but what is quite funny is that this is 
my part—they will never give me some¬ 
thing else!" 

Canadian rising star Hayden Christensen 
got the honor of playing the tcenaged 
Anakin. An actor since childhood. Chris¬ 
tensen previously appeared in John Carpen¬ 
ter's Lovecraftian homage, IN THE 
MOUTH OF MADNESS. Said the actor, 
"When EPISODE I came out. my entire 
high school went to the theater for the first 
showing. It was a big event, and to be part 
of that now is very special." 

The whole process seemed surreal to 
Christensen, who found himself living out 
many a young actor’s dream role. "It was 
only about a week ago that it started to hit 
me that I was testing for Anakin....Darth 

PRIMED FOR REVENGE: Hayden 
Christensen (left) assumes the role 
of Anakin Skywalker in STAR 
WARS PART II: ATTACK OF THE 
CLONES, immersed in the after¬ 
math of the nascent Empire’s dis¬ 
astrous attack on Naboo (above). 

Vader! It's just been hard 
to grasp." 

On the technical side. 
Lucas, emboldened by 
his flirtation with digital 
film during the creation 
of EPISODE I, took the 

big plunge in II. shooting the film with dig¬ 
ital 24-frame progressive high definition 
cameras instead of traditional film. After 
the raw footage’s trip through an all-digital 
post, the print was transferred onto conven¬ 
tional film for screening in theaters—with a 
few electronic prints finding their way to 
the handful of digital cinemas now operat¬ 
ing in major cities. According to producer 
Rick McCallum. over 1.7 million dollars 
were saved hy using this film technique 
rather than the traditional methods. 

Lucas was adamant about his preference 
for electronic film, so much so that it’s un¬ 
likely the world will see him use traditional 
film technology again. *Tm completely 
sold on digital," he said. "I can't imagine 
ever going back." 

The new technology may have saved 
money, but did it save time? As of Valen¬ 
tine’s Day, post-production was still work¬ 
ing at peak production to meet the film's re¬ 
lease date, a mere three months from Feb. 
14. Generally, such last-minute filming of 
pick-up shots, looping, and editing does not 
bode well for a film. But this, after all, was 
a George Lucas film, and a larger-than-life 
media figure perhaps needed a longer-than- 
usual post-production time. 

But it remained hard to determine what 
spurred Lucas to reassume the director’s 
chair, beyond this opportunity to nudge 
movie theaters towards their next, techno¬ 
logical plateau (it was EPISODE IV. after 
all. that spurred the nationwide installation 
of the original. Dolby Surround system). 
Not even Carrie Fisher, in her role as on- 
camera inquisitor, could withdraw more in¬ 
formation from the notoriously secretive 
filmmaker than those few. not-especially- 
newsworthy comments cited above. 

In interview. Lucas did come across 
as u caring individual who clearly be¬ 
lieves in heroes, his previous references 
to the works of Joseph Campbell be¬ 

coming more understandable with his ex¬ 
planation that he started college as an an¬ 
thropology major. Still, a comment that he 
is not a science fiction fan remained hard 
to put into perspective. After all. the first 
Lucas film to receive acclaim was THX 
1138. and savvy science fiction and fanta¬ 
sy fans acknowledge that certain similari¬ 
ties exist between the projects that have 
sporadically emerged under the Lucasfilm 
banner and the themes of such works as 
DUNE and THE LORD OF THE RINGS. 
Is it really possible that there's no connec¬ 
tion between such classics and the cre¬ 
ations of Luke Skywalker's earthbound 
counterpart? Not even the Force will 
vouchsafe an answer. 

And Lucas himself remains mostly 
mum. By all accounts an insecure filmmak¬ 
er (perhaps justifiably so, if the stories of 
the Hell he endured during the filming of 
the original STAR WARS are true), the 
movie baron seems to live in constant, me¬ 
dia blackout mode. The tactic hasn't hurt 
him—nothing probably could, save the 
news that he invested all his holdings in En¬ 
ron stock—but one has to wonder whether a 
disservice isn't done when fans, by their 
very nature, pour their over-inflated hopes 
into the resulting vacuum. One has to look 
at the aftermath of THE PHANTOM MEN¬ 
ACE—a film whose box-office grosses 
seemed in opposition to the general consen¬ 
sus of its actual quality—to wonder if 
there’s a limit to which the heightened-ex- 
pcctation game should he played. 

It matters little now. STAR WARS 
EPISODE II: ATTACK OF THE CLONES 
is on its way, probably to be greeted by an¬ 
other spate of record box-office takes. If 
this is EPISODE I all over again, then the 
fans will not be blamed for reserving their 
enthusiasm for EPISODE III. But if, as the 
rumors hold. Lucas has heard the voice of a 
dissatisfied public and returned ATTACK to 
the energy, wit. and hrilliance of the origi¬ 
nal STAR WARS, then no one will be¬ 
grudge the man his success. 
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Is There Room for Racial 
Stereotypes in Lucas’s Universe? 

By Dennis Kleinmcm Ahh, spring! The renewal of earth's 
bounty after its long hibernation. 
And more importantly, a time when 

a moviegoer’s thoughts turn to mayhem, 
carnage, and destruction on a massive scale. 
Yes. friends, blockbuster season is almost 
upon us. And this year brines us the sequel 
to the prequel. STAR WARS EPISODE II: 
ATTACK OF THE CLONES. More Obi 
Wan. more Yoda. and...yes...more Jar Jar 
Binks! 

Jar Jar is both a noteworthy and notori¬ 
ous character. Noteworthy, in 
that he was the first HM)^ dig¬ 
itally generated lead in a live- 
action movie, a real break¬ 
through in computer anima¬ 
tion. Notorious, because he is 
considered by some to be a 
thinly disguised racial stereo¬ 
type. and a none-too-flattering 
one at that. One doesn't usual¬ 
ly think of science fiction as a 
repository of narrow-minded 
thinking. If anything, sf is 
most often associated w ith the 
progressive side of the equa¬ 
tion. revealing future worlds 
that, while they may not have 
solved every problem, at least 
follow the philosophy of equal rights under 
interstellar law. 

But there is another tendency in sf, one 
that has been around from the very begin¬ 
ning of the genre, one that is considerably 
less progressive. It is the tendency to use 

otherworldly creatures as repositories for 
prejudices we wouldn’t want, or aren’t per¬ 
mitted. to express overtly. So what is the 
deal here? Do sf filmmakers. Lucas includ¬ 
ed. consciously work racially-coded mes¬ 
sages into their films? Or is it the subcon¬ 
scious of the filmmakers finding a covert 
way to express what the conscious mind is 
loathe to? 

There is one more option, though: that 
these racial subtexts are all in the mind of 
the viewer. And since Jar Jar Binks was 
what got me wondering about all of this in 
the first place. 1 decided to rent EPISODE 

telling ways: "da" instead of “the." and 
“yo" instead of “your.” He also frequently 
uses the words “missa" and “you/a", which 
sound uncomfortably like the Jim Crow 
“massa" ("master"), ami “yowza" ("Yes, 
sir"). Put it all together, and you’ve got sen¬ 
tences like. "No. no, missa called Jar Jar 
Binks. missa yo humble servant." Add to 
this a slow, loping stride: pop-eyed, knee- 
knocking cowardliness; and a profound stu¬ 
pidity played for laughs, and you've got a 
black stereotype that hasn’t been seen on 
the screen since Steppin' Fetch it was cur¬ 
ried off to Beuhla Land. 

There's more. The emissaries 
of the Trade Federation speak 
with Asian inflections (“We 
would mwah do anyting wid- 
out the approval of the sen¬ 
ate.") and shuffle about in long 
robes, addressing the good 
guys in a politely subservient 
manner while treacherously 
plotting their downfall. In¬ 
scrutable Orientals, anyone? 
Then there is Watto. a kind of 

flying baby gnu with a 
thick, underclass Mediter¬ 
ranean accent ("You won't 
winna da race so it makeza 
no differenza.") Watto is 
also greedy, spiteful, and 

ONE and see if. the first time owns slaves, among them 
around. I had read something into the char- the dazzlingly Aryan Anikan Skywalker 
acter that wasn’t actually there. and his beautiful, long-suffering mother. 

It’s there, and then some. Shmi. 
First there's the dialect. Jar Jar consis- Three distinctly unpleasant characters, 

tenth mispronounces and misuses words in each a distinctly unpleasant take on a non- 

HEROES' LINEAGE: Do 
Queen Amidala (left) and 
Anakin Skywalker repre¬ 
sent "purity" in its most 
unsettling definition? 
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Anglo stereotype. Considering how 
forward-looking George Lucas is 
both as a man and as an artist, it is 
hard to reconcile these creations 
with their creator. Keep in mind. 
Lucas has fought hard for. and won. 
complete control over every movie 
he makes, which means that every¬ 
thing on the screen is ultimately and 
undeniably his. Jar Jar Binks in¬ 
cluded. 

But so. you might respond, is 
Lando Calrissian. Introduced in 

THE EMPIRE STRIKES BACK, Lando. as 
played by Billy D. Williams, is a dashing, 
self-serving, though ultimately heroic, char¬ 
acter. about as far from the buffoonery of 
Jar Jar as you could get. But maybe that’s 
the point. It's easy enough to think that you 
don't have a prejudiced hone in your body, 
something Lucas was proving with Lando 
Calrissian. It's quite another, in a society as 
racially slanted as ours still is, not to have 
swallowed at least some of the vile brew, 
something revealed in Jar Jar Binks. 

1 get the impression that Lucas absorbed 
these stereotypes from the movies of the 
’30s and *4()s. These movies wore their 
racial affinities on their starched white 
sleeves, and. more to the point, have served 
as a major source of inspiration for the Film¬ 
maker INDIANA JONES AND THE 
TEMPLE OF DOOM, written by Lucas 
and directed by Steven Spielberg, is a good 
example of this kind of retro-stereotyping. 
From the opening scene with its affably 
sadistic Chinese mobsters, to the Temple 
Hindus who eat live snakes for dinner and 
scream "Kali!” as they rip the hearts out of 
their sacrificial victims. Lucas and Spiel¬ 
berg have successfully recaptured the 
"magic" of those rip-snorting, ’30s adven¬ 
ture serials. Whether this is the kind "mag¬ 
ic" worth recapturing or not, the film is ex¬ 
tremely entertaining, and derives a lot of its 
juice from these overheated caricatures. 

The Asian stereotypes in THE TEMPLE 
OF DOOM are overt. The Chinese are Chi¬ 
nese, the Hindus Hindus, or at least some 
hack Hollywood writer's version of them. 
The sublimated stereotypes of the Jar Jar 
variety derive from similar sources. The 

and Watto (left) 
ied many viewers the 
ig way. but are they 
part of George Lucas's 
to refer back to Holly- 
fs golden age? 

’30s saw the 
launch of sci¬ 
ence fiction as 
popular movie 
fare, and—not 
surprisingly, 

considering the tenor of the times—racism 
was stowed away on board. The example of 
this that comes readily to mind is Ming the 
Merciless from the old Flash Gordon seri¬ 
als. A Fu-Mnnchu manque, the insidious 
Ming had slanting eyes, long fingernails, 
and wore floor-length, imperial robes that 
would have been the envy of the Forbidden 
City. In fact, the only difference between 
Ming and Fu was that the former lived on 
the planet Mongo and used death rays in¬ 
stead of daggers. 

The emissaries of the Trade Federation 
from EPISODE ONE arc every bit as insid¬ 
ious and Oriental as Ming—though more 
duplicitous in their treachery—just as their 
racist connections are less overt, disguised 
under a thicker layer of make-up. 

To me, this is all pretty depressing. I 
loved the first three Star Wars movies, par¬ 
ticularly THE EMPIRE STRIKES BACK. 
I also enjoyed the Indiana Jones movies, 
especially THE TEMPLE OF DOOM. I 
guess I felt that the Indiana Jones movies 
were purely entertainment and could be 
forgiven somewhat for mucking around in 
the slimier regions of its pulp sources. But 
STAR WARS had progressive themes, an 
interracial cast. Seeing the franchise per¬ 
meated by the same low stereotypes makes 
me think that those stereotypes, and the 
chauvinistic attitude that they embody, are 
more intrinsic to Lucas’ creative nature 
than I imagined. 

But maybe there is a clue to resolving 
these contradictions at the very opening of 
each Star Wars movie. “Long ago, in a 
galaxy far. far away.” Lucas is letting us in 
on his personal view here, one that is by its 

very nature backward-looking, nostalgic 
for a simpler time. While Coppola and 
Scorsese were busy creating ironic, mul¬ 
ti-layered films. Lucas was dividing his 
universe into clearly demarcated symbol¬ 

ic territories, one labeled “good." the other 
“evil.” Just as Lucas looked backward for a 
simpler moral schematic for his cinematic 
visions, he looked backward to an earlier, 
more emotionally direct kind of 
moviemaking, appropriating such easily 
definable character types as inscrutable 
Orientals, blood-thirsty Hindus, and so on. 
After all. what is stereotyping but a simpler 
way of looking at someone without the am¬ 
biguities of dealing with people as individ¬ 
uals? 

While Lucas has given us some fairly 
obvious, sublimated stereotypes in 
EPISODE ONE. they still feel relatively 
harmless because they are clearly cellu¬ 
loid constructs, visitors not from the other 
side of the world, but from the other side 
of Tinsel Town. The same cannot be said 
of Joe Dante’s GREMLINS, a film pro¬ 
duced by Steven Spielberg in which nasty 
little, dark-skinned creatures turn a peace¬ 
ful little hamlet into downtown Detroit, 
behaving the way white, middle-class 
Americans imagine urban blacks might. 
And is it me, or are STAR TREK’s Fer- 
engis—with their greed: their self-serving 
emphasis on the law: their cowardliness, 
their grotesque physiques (I mean, big 
cars'?1. I suppose big noses would have 
been too obvious)—the most outrageous 
bits of Jewish stereotyping since the 
Voelkischer Beobachter slopped publish¬ 
ing? 

To me. it comes down to this: Is our dis¬ 
trust and fear of other cultures so intrinsic 
to our natures that people as intelligent and 
humane as Lucas and Spielberg are un¬ 
aware when that distrust and fear has in¬ 
sinuated itself into their work? And if the 
most enlightened of us still retain in their 
heart of hearts racist impulses that they are 
not even aw'are of—and therefore not in 
control of—what then are we, as a society, 
ultimately capable of? GIF® 
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By Ross Pies set During u break from post-production, 
Sam Raimi, the director of SPIDER- 
MAN, discussed his earliest memo¬ 

ries of the comic book: “I was probably 
seven years old. so the year probably was 
1967. My brother Sander told me about Spi¬ 
der-Man. He said it was a great comic and 
that Peter Parker was a great character. I 
used to read Superman and Batman, which 1 
still enjoy, but at that point I started to look 
at the Marvel universe, mostly. My brothers 
and I used to go to Kaye's Market on Liver- 
nois Avenue in Detroit, with our thirty-six 
cents each, and we would buy. for that, 
three comic books each. We'd come back 

with a bunch of comics and Bazooka hub- 
hle gum and read them all afternoon on the 
lloor of the house. 

"I remember watching the Marvel car¬ 
toon as a kid, and I remember thinking, 
’This is so advanced.' The theme song was 
really cool and rocking. Unlike any of the 
other cartoons I watched, these had very 
gtiod story lines.” 

Did Raimi ever see the 1970’s live-ac¬ 
tion series? ’’Before making this movie. I 
got ahold of one episode and saw it. It did¬ 
n't show me the way. It made me frightened." 

GREEN LIGHT 
Despite his deep inter¬ 

est in Spider-Man. Raimi 
BEST DRESSED: The sculpted 

Spidey suit 
ester culled 
lives. 

never contemplated his participation in a 
feature project. In 1999, when the much-de¬ 
layed SPIDER-MAN movie finally went 
forward, he was included on the list of po¬ 
tential directors. “I never thought I was a 
front-runner." the director admitted. *'I was 
doubtful that I would get the job actually, 
and surprised when they finally gave it to 
me. I think I was near the bottom of the 
list" 

It was Raimi's love for Spider-Man that 
his long-time colleague, co-producer Gram 
Curtis, believes won him the job. “His 
knowledge and passion definitely comes 
across," Curtis said. "I remember when we 

were propping THE GIFT 
and lie went in to meet with 
Columbia for the first time in 
regards to SPIDER-MAN: 
We had an intern in the of¬ 
fice, and he asked me, 'Do 
you think he'll gel it?' This 
was still when everybody 

who you read about in the trades was in 
major contention. I said, i guarantee you 
that when he goes in there, he's going to 
get this.* When you hear him talk about 
it. it is a no-brainer about who should be 
directing SPIDER-MAN. When you hear 
him talk about it. it's spellbinding." 

Raimi's passion for the project was 
supplemented by the vast knowledge of 
SPIDER-MAN producers and Marvel 
Studios principals Avi Arad and Kevin 
Feige. "One of the great things about 
working with Avi and Kevin Feige is 
having Avi's years ami years of Marvel 
knowledge to go to for advice.’* said 
Curtis. “| Avi| might say. 'Peter Parker 
would never do this.' or ’Peter Parker 
would do this.' He helped with story 
points as well: ’This is what happens in 
the Green Goblin's story,’ ‘This is 
Jameson's backstory,’ ‘This is Betty 
Brant's backstory...' It was like having 
the Spider-Man dictionary there that 
you could go to. Avi is obviously the 
main guy. but Kevin is Avi's right-hand 
guy, |and] he's a wealth of knowledge 
in his own right. Beyond [that], they 
had the creative input to go with it. Avi 
and Kevin's fingerprints were on any¬ 
thing creative. 

"When it (came] to the script, there 
was a line between what Peter Parker or 
Spider-Man would traditionally say in 
the comic books and what he should say 
in a theatrical presentation of the comic 
book. We wanted it to be respectful of 
the comic book while at the same time 
make a movie in the year 2002. Avi was 
there when we read each and every cast 
member for the roles....Avi was physi¬ 
cally in the room the whole time, and he 
said ‘I like that person,’ or I don't like 
that person.' If anybody appears on the 
screen. |it's because! Avi liked them. 

“Sant wanted Tobey (Maguire] from 
day one, and Avi was a big fan and a big 



advocate of Tobey's as well. He was 
there supporting Sam on that deci¬ 
sion." 

Arad and Feige also indoctrinated 
the principal crew into the Spider- 
Man universe. "I wasn’t a real Spider- 
Man aficionado when I came on the 
movie." said producer Laura Ziskin 
(AS GOOD AS IT GETS). “Avi Arad, 
who is the principal at Marvel and my 
partner on the movie, was just amaz¬ 
ing and the keeper of the flame. So we 
always looked to him. That was great. 
Now he calls me ‘geek.’ so I feel like 
I've made it! [Laughs]" 

“There wasn’t too much indoctri¬ 
nation of Sam. hut 
[there was) with 
myself and Laura.” 
continued Curtis. 
"It's always inter¬ 
esting to see the 
generational gaps 
between people who 
work on this film. 
When we started 
working on the film. 
Sam was singing the 
Spider-Man jingle. 
‘...does whatever a 
spider can...* I*in 
twenty-nine, but 
that is just a hit be¬ 
fore my time. 1 
went, “What in the 
world are you 
singing?’ Mine was 
the theme song from 
SPIDER-MAN 
AND HIS AMAZ¬ 
ING FRIENDS or 
THE ELECTRIC 
COMPANY. It’s in¬ 
teresting how Spi¬ 
der-Man spans the generational gaps." 

FULL SPEED AHEAD 
Altogether. Raimi spent a year work¬ 

ing on the script with screenwriters 
David Koepp, Scott Rosenberg. Alvin Sar¬ 
gent (who polished some of the dialogue), 
and producers Ziskin and Arad. The first 
script he saw was by David Koepp. and fea¬ 
tured villains Electro and Sandman, 
holdovers from James Cameron’s “script- 
ment” (see related story, page 5X), but Rai¬ 
mi opted to replace them. "The strongest 
thing about Spider-Man to me was always 
the personal relationships of Peter and his 
friends: Harry. Gwen, and Mary Jane Wat¬ 
son,” the director said. “I felt that the best 
villain would be the Green Goblin, because 
of the potential tor drama with Harry. Nor¬ 
man. and Peter. Also, it was out of great 
love for the Gwen Stacy story, the death of 
Gwen Stacy, which is one of my favorite 
comic books of all time. But primarily it 
was the dramatic potential of the characters 
who could interact in their alter egos, as 

HE A WALK! 

LOVE/HATE RELATIONSHIP: 
student Mary Jane Watson 
(Kirsten Dunst. above) finds 
herself falling in love with a 
wall-crawler, while Bugle editor 
J. Jonah Jameson (J.K. Sim¬ 
mons, upper right) just wants 
to swat the damn thing. 

well as in their fan¬ 
tastic outfits. 
"Koepp wrote Goblin 
and Doc Ock. and we 
got rid of Doc Ock. 
We all felt that we 
couldn’t do justice to 
the Spider-Man ori¬ 
gin story, a Green 
Goblin origin story, 
and a Dr. Octopus 

origin story 
all in one pic¬ 
ture. and 
maybe it 
would he bet¬ 
ter for a se¬ 
quel to have 
two villains. 
“My biggest 
challenge was 
making sure 

that what I loved so much about the comic 
books was going to translate into the movie: 
Peter Parker and his friends and the human¬ 
ity of Peter Parker. The huinanitv of Spider- 
Man.” 

Oftentimes, when printed material is 
adapted to film, the writers attempt to make 
it more commercial by broadening its ap¬ 
peal. Raimi denied that that was the case 
here: “The decisions that I made in adapting 
the Spider-Man comic to the movie screen 
were never motivated by making it more 
commercial. It was only in telling the best 
story that 1 could, and in being as true to the 
spirit of the character that I loved so much, 
as opposed to being true to the letter of the 
character that I loved so much. I sometimes 
accepted changes to what is literally in the 
comic hook to gain another aspect of what I 
loved so much about the comic. 

"For instance, in the comic book, Peter 
Parker is a genius and has the ability to 
make these web-shooters—this mechanical 
device—and then chemically make this 
web fluid, a suhstanee that doesn't exist in 
our real world. The most important thing to 
me about Spider-Man was that he is one of 
us. Peter Parker is a normal kid that is un¬ 
derappreciated, is a little bit of a geek: The 
girls aren't crazy about him: he’s a little un¬ 
cool; he doesn't have a lot of money; he's 
got acne. Something extraordinary happens 
to this kid: he gets superpowers. 

"That was the whole dream of Spider- 
Man to me. When he had to be this genius 
who could make his own web fluid and his 
own web-shooters; it alienated him from 
somebody that I was. He was no longer me. 
The myth of the common man becoming 
something extraordinary was diminished 
for me. It was actually a change James 
Cameron came up with, but I agreed with it. 
I never talked to Mr. Cameron about his 
reasons for changing it, but 1 allowed it to 
stay. The myth of who Spider-Man was as a 
character, someone that I could identify 
with, was more important to me than stick¬ 
ing to the letter of the law that would have 
him making his own web-shooters." 

Raimi noted that script ideas came not 
only from himself, the writers, and the pro¬ 
ducers. but also the storyboard artists, who 
contributed to character development. 
"They came up with a lot of ideas that were 
incorporated into the script, much like an 
animated picture. I don’t want to give away 
loo much of the movie. Most of it |wus| for 
the first half of the script, [such as] an ac¬ 
tion scene, a scene where Peter is discover¬ 
ing his powers, or even a scene with Peter 
and his family. It was a very collaborative 
process." 

51 



POPULATING 
SPIDER-MANHATTAN 

In casting the Him. the most critical deci¬ 
sion, obviously, was who should play Peter 
Parker/Spider-Man. “My wife saw Tobey in 
THE CIDER HOUSE RULES.” Raimi ex¬ 
plained. “She had me see it. and I became 
enamored of him. In that performance, he 
was very soulful, rich, and real. Then I met 
Tobey. He had a sense of humor, and he 
seemed like u good person. The combina¬ 
tion of those qualities made me [realize] 
that he was the only one that could be Peter 
Parker." 

As for Parker's romantic interest. Mary 
Jane Watson, “We looked long and hard for 
the right person that would have the right 
chemistry across from Tobey. We flew to 
Germany-—-Laura Ziskin. myself. Tobey. 
and our storyboard artist | Jeffrey Lynch |. so 
1 could keep working on the way—and put 
Kirsten on tape across from Tobey. She was 

a very physically-demanding pan." 
For the Green Goblin's son. Harry. “I 

tried to find the best Osborn I could. The 
guy who was briefly considered for the role 
of Peter Parker was James Franco, and he 
was so great in clips I had seen him in from 
JAMES DEAN that I felt that he'd be the 
best guy across from Tobey.” 

The role of Daily Bugle Editor J. Jonah 
Jameson went to J.K. Simmons (THE 
GIFT). "I had the pleasure of working with 
J.K. Simmons on my last two pictures. That 
guy could do anything—he’s very funny, 
and he can be very dramatic, lie's carried 
some of the heaviest moments in the pic¬ 
tures that I've made, and in this picture he 
carries some of the lightest anil funniest 
moments. He's very versatile." 

For the crucial task of designing the Spi¬ 
der-Man and Green Gobblin costumes, Rai¬ 
mi turned to _ 
British cos- FREE HAND: Minor liberties 

have been taken with the Spi¬ 
der-Man mythos to ease its 
transition to the screen. Below: 
Filming in the spider lab. 

fantastic. She just lit up the screen. We had 
seen a lot of good actresses, but we wanted 
to find someone who could create a chem¬ 
istry with Tobey, so that the audience want¬ 
ed to see these two together. We had them 
read two different scenes: one where they 
first get to talk to each other, and their last 
encounter in the picture.” 

Casting Willem Dafoe as Norman Os- 
bom/the Green Goblin was also involving. 
"We talked to a lot of great actors. We were 
trying find someone that had both the hu¬ 
manity. so that you could believe that Peter 
could see in Norman Osborn a father figure: 
someone that had enough power in their 
performance to pull off a formidable neme¬ 
sis to Spider-Man; and someone who we 
gut along with well, and would be a good 
counter to Tohey Maguire. Also, they had to 
have the ability to be physical, since it was 

tunic designer James Acheson (DOCTOR 
WHO). “Sam was very keen to honor the 
original Spider-Man." Acheson said during 
a break on DAREDEVIL. "Although for 
maybe five months we went to all sorts of 
places in terms of developing something 
that was different to the comic book im¬ 
ages. In the end. he wanted it to look like 
the comic. 

“There was one (point] when I wanted to 
access Peter Parker inside the costume so 
that there would be times when you lit it in 
certain ways, you would be able to see the 
expression of Peter Parker inside the cos¬ 
tume. That ended up looking like a man in a 
goldfish bowl. There was another |ap¬ 
proach! where we wanted to make it more... 
the word you always use here is ‘cool.’ So 
we involved people like Nike, and we had 
very high-tech, high-impact boots. Sam did 

not like the idea that this thing was a man 
wearing an outfit with a pair of boots. He 
wanted it sort of a streamlined, all-in-one 
outfit. 

“The shape of the head, the shape of the 
eyes, the three-dimensional web. the colors 
of the red and the blue and actual tones of 
the red and the blue, the underprinting and 
overprinting that went on within these col¬ 
ors. plus the sculptural elements underneath 
the suit, went through all sorts of permuta¬ 
tions. I think we had something like thirty- 
five different shapes of eyes. Avi Arad and 
Kevin Feige of Marvel were the people who 
finally chose the shape of the eye. The eyes 
went through a whole range of tonal 
changes in terms of how much luminosity, 
how much white, how much gray, land) 
whether you can see through the lense to 
the eye of the actor underneath.'' 

He explained why the costume's web¬ 
bing was raised. "We did that because 
there was one |Marvell poster that I saw 
where it looked as though the webbing 
was raised. Rather than do a very flat 
piece of printed spandex, it seemed to 
be tcxiurally interesting. It turned out to 

be a real technological challenge to give the 
costume sonic relief.” 

The Green Goblin design also went 
through an evolutionary process. Said 
Acheson, "The big problem was the mask, 
and whether that should be a rubber mask 
or whether it should be made out of some¬ 
thing else. The design of the mask was 
done by Amalgamated Dynamics Incorpo¬ 
rated. They started off by doing a prosthetic 
mask, but the test for that proved unsatis¬ 
factory. The problem [was]: How does 
somebody put on basically a ruhber Hal¬ 
loween mask and then suddenly have 
amazing, fabulous articulation? 

“It was a fairly faithful prosthetic that 
acknowledged the comic illustrations, de¬ 
pending on which illustrator you’re talking 
about. The plan was to go along that route, 
hut it was fairly quickly disbanded. They 
decided to go to this hard mask. 

“There was this huge journey in terms of 
what that mask looked like, what it was 
made out of. etc. The problem is that every 
time you see the Green Goblin, lie's drawn 
with this screaming grin. The general |is¬ 
sue | is. ‘What do you do when you’ve got 
two such graphic icons. |and| try to make 
them into characters in a movie?’ As far as 
Spider-Man was concerned, there was a 
great sense of authentically re-creating that, 
whereas the Green Goblin had a basic prob¬ 
lem; You see a man in a rubber mask, 
pulling the mask off, and then putting the 
mask on, and then suddenly it's amazingly 
animated. But the terror of this mask seems 
to be this sort of banshee scream, so eventu- 
ally it was decided to kind of lock this 
scream in a fixed mask, through which you 
can see the mouth and the eyes of the actor 
move. 

“It went through many, many show-and- 
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(ells. It was (lie usual tilings: (he actual 
sculpts, what’s it going to he made out of. 
what color is it going to be? We were very, 
very late in casting the actor, and masks and 
tight-fitting costumes are really difficult to 
do if you haven’t got the body, so there was 
a problem there. What you have to under¬ 
stand is that these decisions are usually tak¬ 
en by a number of people: Sam: the produc¬ 
ers; Marvel Comics; and sometimes the stu¬ 
dio executives." 

For the Goblin’s costume, it was decided 
that the green and purple tights of the comic 
book would not do. Flight suits were stud¬ 
ied. and when Willem Dafoe was cast, the 
costume took his nimblcncss into account: 
According to Acheson. Dafoe can do splits. 
Renowned comic artist Berni Wrighlson did 
Green Goblin illustrations for about five 
weeks, however, noted Acheson, “They 
were very beautiful but were rather difficult 
to make work within the context of the 
movie. Berni's was more archetypal, more 
traditional, whereas they were always try¬ 
ing to push us towards a slightly more mod¬ 
ernistic feel." 

Production designer Neil Spisak (THE 
GIFT) oversaw the design and execution of 
the Goblin’s weapons. For the glider— 
which took about six months to con¬ 
ceive and build—the filmmakers want¬ 
ed to retain the simplistic look of the 
comic, while making it appear function¬ 
al. “Sam didn't want the carloony ver¬ 
sion from the comic 
book." Spisak said. 
“although, he liked 
how small it was and 
how agile it made 
the Goblin. The idea 
| was| that we want¬ 
ed it really small. 
For a while, it 
looked a little like a 
snow board, and for a 
while it was a cir¬ 
cle." At another 
point it resembled a 
hovercraft, and. as 
Spisak noted. “It 
still has some hover¬ 
craft qualities to it 
now, although there 
aren’t very many 
times that they actu¬ 
ally do that in the 
movie...at least not 
the movie I’ve seen 
so far. 

“I wanted to have 
the pumpkin bombs 
launch right from the glider. In the comics, 
he has a bag that hangs on his shoulder, 
which I thought was a little on the low-tech 
side, so we decided the pumpkin bombs 
would launch right up from the slider it¬ 
self." 

Other devices were suggested by the 
film's storyboard artists. “[Raimi j had 

THIN LINE BETWEEN GOOD 
AND EVIL: Director Raimi se¬ 
lected the Green Goblin 
(Willem Dafoe) as Spidey's first 
nemesis because of the dra¬ 
matic possibilities built into the 
conflicted character. 

L 
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worked with story¬ 
board artists and 
had all these gad¬ 
gets happening on 
this thing." recalled 
supervising art di¬ 
rector Steve Arnold 
(FORREST 

GUMP). “He 
would come to us 
and say. ‘Here's 
what the storyboard 
artists’ idea is for 
this particular mo¬ 
ment: it does this 
anil it does this.’ 
Jim Carson (A.I.) 
would have to go 
back and figure out 
how something 
would hinge up. lip 
over, or pop out." 

“Designing the 
glider was like de¬ 
signing a vehicle," 
Spisak noted. 
“There’s so much 
involved in it. We 
had u person, Paul 

Ozzimo (ALIEN 3), whom I adore. His 
function was to translate the design into u 
computer-generated, three-dimensional 
model. Every nuance of the glider was 
translated to that, and then, from that infor¬ 
mation. a laser-cut version of the glider was 
produced, and from that the real one was 
made, so it's very complicated. All the little 

flaps, all the little rivets, every 
screw head, and every little de¬ 
tail takes forever to design." 

Although the Goblin's pump¬ 
kin homhs went through design 
variations, Spisak's initial idea 
remained the same: "The idea 
that I had was that it was in seg¬ 
ments. and that it peeled away 
like an orange. So when the 
thing opens up. it still has all the 
shapes of the outside of the skin. 
All the things that happened 
with the pumpkin bomb were 
based on that concept." 

The bombs were created both 
as CG and physical props. 
Spisak and physical effects su¬ 
pervisor John Frazier (PEARL 
HARBOR) created (he latter. 
“There are actually several dif¬ 

ferent versions of the real ones," said 
Spisak. “There’s one that actually func¬ 
tions. there are ones that are for mid-range, 
and then there are ones for fur away. 
(Willem) had to actually throw something. 
We cheated for the further ones—they were 
less expensive." 
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SPIDER-MAN 

Playing the Most Popular Comic Book Hero in the 

World Might Make an Impression on Some People.... 

Tohey Takes It In Stride 

By Ross Plesset Prior to joining SPIDER- 
MAN. Tohey Maguire had 
no special affinity for the 

character, having never read the 
comics nor watched the 
TV shows. *’l probably 
ran around and thought 
I was him as a kid." he 
said, "though I don't re¬ 
member having a spe¬ 
cific relationship with 
the character....It’s not 
that I wasn’t a fan—no¬ 
body gave me comics 
when I was a kid." 

I bis changed in late 
2000 when he was cast 
as Peter Parkcr/Spider- 
Man. "I had heard about 
the project." he remem¬ 
bered. "I heard Sam 
Raimi was directing, 
and 1 think 1 got 
ahold of the script 
and thought it was a 
we 11 - wri (ten script... 
a good balance of 
rich character and 
relationships and 
the action. 

*i had a meeting with Sam 
Raimi, who was interested in 
me. He said that 1 was basically 
his choice, that he had to go 
through a process of consider¬ 
ing every guy. but as of right 
then. I was his first choice. It 
was a couple months later that 
we got together, and Sam said. 
'Okay, I want you to do the 
movie, and now we just have to 
convince the studio." 

Maguire described his first 
reading lor the part: “I read a 

scene with Mary Jane—the last 
scene of the movie, and a fight 
scene. There is a scene that’s 
similar in the movie, but it was 
just for the purpose to see how I 
looked fighting." 

Upon being 
cast. "I had a whole workout 
regimen that consisted of mar- 
tial arts, gymnastics, yoga, hit¬ 
ting the weight room—high on 
eardio stuff, like runs and bike 
rides." This was partly to in¬ 
crease muscle tone, but it also 
prepared him for the physically 
demanding role for which he 
did a significant number of 
stunts. 

But not all. “I did the stunts 
that I could do. but I would 
have had to have been trained in 

gymnastics and dance my 
whole life in order to do some 
of the stuff that these guys did. 
They’re unbelievable stunt 
men. I would do flips on har¬ 
nesses, climbing up walls, and a 

lot of stuff." 
Getting into the mind-set of 

Peter Parker entailed extensive 
discussions with Raimi, scruti¬ 
nizing the script, and reading 
the comics. While Maguire pre¬ 
viously had no special interest 
in Spider-Man, "I’ve since read 
the first four years of the comic 
book and have enjoyed them 
very much. It helped me under¬ 
stand who the character was, his 
relationship to people, the tone 
of comic hook itself—as far as 
comedy mixed with drama—the 

themes that run throughout, and 
people’s expectations of the 
character.” 

Was he able to draw upon 
personal teenage experiences in 
playing Peter Parker? "I don’t 

have a direct thought 
like that, but I'm sure 
I'm constantly deriv¬ 
ing from my own life, 
though l don't have 
any specific examples 
for you," 

To get into the 
mind-frame of a spi¬ 
der. he looked at some 
spider footage, which, 
while interesting. "I 
didn't really find it 
entirely useful: a little 
bit. As far as |appear¬ 
ing comfortable with | 
the heights and jump¬ 
ing, I didn’t really 
have a choice. 1 just 
had to do what I was 
told |Laughter|." 

As for climbing on 
walls. "It’s all about 
an aesthetic anyway, 
and we were really 

pulling it from the comic hook 
and then elaborating on that. We 
would just do it, see how it 
looked, and then change it ac¬ 
cordingly." 

Working in the Spider-Man 
costume also helped him get in¬ 
to character. That is. once the 
fittings were done. “They did 
some scans with a computer of 
me. did a life-cast of my body, 
and also a head-cast. I can’t say 
that I really loved that process. 
{Laughs] There were countless 
fittings. I had to go into 

AVERAGE AND EXCEPTION¬ 
AL: A mixture of common-guy 
vulnerability and heroic bear¬ 
ing made Sam Raimi pick To- 
bey Maguire for the role of 
SPIDER-MAN. 
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wardrobe maybe twenty-five 
times, when usually you go in 
like two times.” 

He described wearing the 
Spidcy suit as “interesting 
| laughs]. Sometimes it was kind 
of fun, and sometimes it would 
get kind of hot. It was fun just 
because it was a trip the way 
people were looking at you as 
you were walking around. It’s a 
whole different style of acting, 
of course, because there's no fa¬ 
cial expression. People just have 
to read your body language. 

“It wasn't that big of a deal. I 
had to do little movements that I 
might not do. VVe would look at 
poses from the comics and get 
into all of that, which was actu¬ 
ally kind of fun, but physically 
challenging. 1 didn't think about 
it that much when I was doing 
it. I was just doing it.” 

The actor spoke fondly of 
the cast and crew. “I love Sam. 
He's so much tun and so cre¬ 
ative. and he's really collabora¬ 
tive. He let me share my two 
cents. I had a blast with him. 

"I love Willem, he’s very 
professional, he's a really nice 
guy. and he is very gung-ho. He 

ll- f ■ • 

GOING THROUGH THE MOTIONS: 
Whatever fireworks Spidey and 
Mary Jane experienced on screen, 
Maguire says he and Kirsten Dunst 
are just friends. 

wanted to jump in 
there and do everything that we 
could do as far as all the action 
stuff." Maguire had already 
worked with J.K. Simmons 0. 
Jonah Jameson) on THE 
CIDER HOUSE RULES, al¬ 
though. “we didn’t have a rela¬ 
tionship outside of that. I loved 
working with him on CIDER 
HOUSE, and also SPIDER- 
MAN. He's a good guy and a 
good actor. He does a great J. 
Jonah Jameson." As for his ro¬ 
mantic lead, “Kirsten and I are 
friends, a little bit." 

Is there a specific message in 
SPIDER-MAN that caught his 
imagination? “There are a few 
themes that I appreciate in the 
movie. I don't really like to talk 
about it that much because I like 
people to have their own experi¬ 
ence and not be influenced by 
what I say." 

Having researched Spider- 
Man and performed him. 
Maguire now considers himself 
a fan. and is interested in doing 
a sequel. He would even read 
more of the comics, “if I didn't 
have so many darn things to 
read.” 
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Ted Raimi has performed in 
countless projects involving his 
brother Sam. SPIDER-MAN 
being the most recent. He previ¬ 
ously played roles in ARMY 
OF DARKNESS. DARKMAN, 
and co-starred in XENA as Jox- 
er. This time, he plays Hoffman: 
"A confused head of the adver¬ 
tising department at The Daily 
Bugle. He's very officious. It’s 
not a big part, but it was a hell 
of a lot of fun to play, especially 
coming from XENA, where all 
I wore was this nasty, uncom¬ 
fortable armor. Here’s a part 
were they were putting me in 
Armani suits and DKNY shirts 
| laughs].” 

As far as working with his 
brother. "I’ve worked with him 
on most of his movies, in one 
form or another. I remember 
him directing me when I was 
like nine years old and he was 
fifteen. As far as what he likes 
and what he doesn’t like, it’s all 
taken care of. I never have to 
wonder, ‘Did he find this good 
or not good?* With most direc¬ 
tors. the first half of the first day 
of shooting is [finding out | what 
this guy is after. With Sam. 1 
never have to wonder about 
that. I can just focus on making 
my performance as best as it 
can be. 

“O11 top of that—this is 
something that seldom gets 
mentioned in articles—Sam is 
excellent with actors. People al¬ 
ways talk about his *auteur 
style.' and lots and lots of young 
filmmakers imitate his style, but 
he really is re¬ 
markable with 
actors.” 

He recalled 
his favorite scene 
in SPIDER- 
MAN. "There 
were two endings 
filmed: a very' se¬ 
rious. dark end¬ 
ing with Peter 
Parker, and then 
there’s a very 
light ending with 
J. Jonah Jameson 
and myself. I had 
a blast shooting 
that one. I wish I 
could reveal it." 

—Ross Plesset 

Another of the Goblin’s 
weapons was the trident. "It’s 
this really cool thing that looks 
like a spear when he holds it. 
Then when he clicks it open, it 
turns into this trident, and he 
goes after Spider-Man in the fi¬ 
nal battle. Sam explained what 
it was he wanted it to be in 
terms of deadly and scary and 
weird, and we kind of came up 
with this thing through talking 
back and forth. We had one that 
actually functioned, and then 
there was a rubber one, one that 
didn’t open—it was already 
open. We ended up calling it the 
trident, although different peo¬ 
ple called it different things, and 
they never call it anything in the 
movie.” 

SPIDER-MAN was a major 
undertaking for Spisak. who 
oversaw seventy to eighty sets 
and locations. “In terms of color 
control for the whole movie. I 
tried to make everything that 
had to do with the Goblin or 
Norman Osborn be green. 
Where he lives is green, the lab 
is green...green, green, green, 
green. But 1 also tried to do it in 
a way that, unless you sort of 
know that, you wouldn't pay at¬ 
tention to it. So | the lab] is 
green, but then there’s a lot of 
metal and there's a lot of glass 
and other things in it. but basi¬ 
cally the main color is green. 

“It’s sort of the same way 
with his house: Everything is 
pretty much green, except 
there’s wood tones and black 
and other things like that. In 
terms of the movie as a whole, 
we were trying to be extremely 
careful with the use of what I 
call ‘Spidey blue* and ‘Spidey 

red.’ which are the colors of his 
costume. So throughout the 
movie, you don’t see very much 
of those colors, especially when 
Spidey’s in the shot. If you look 
at the Spider-Man comic hooks, 
they pretty much try to do that, 
to make him pop all the more by 
controlling the colors that are 
around him. 

"There are a lot of different 
artists who have rendered 
Spidey over the years. The Alex 
Ross stuff, to me, was the most 
interesting of the comics in 
terms translating to what we 
were trying to accomplish. And 
that is—this sounds crazy—to 
make it as real as possible. So 
rather than Spider-Man living in 
some sort of insane, crazed, 
completely-made-up world, he 
lives in New York, and hopeful¬ 
ly. the spaces, events, and the 
places he functioned in were re¬ 
al. But because it is a comic, we 
also had to push the envelope 
just slightly so that he and the 
Goblin were not totally hic- 
cuped out of the movie. If it 
were absolutely ultra-real, it 
would be hard to contain them 
in the world." 

GETTING REAL 
The interior sets were erect¬ 

ed at Sony Studios, on some of 
the same stages used for THE 
WIZARD OF OZ (1939). in¬ 
cluding Stage 15, which housed 
Osborn’s lab (Sony claims that 
this stage still has the Yellow 
Brick Road painted on a surface 
beneath it). The lab was a fa¬ 
vorite set among the crew. 
"There was once a vision of his 
lab that was quite a bit bigger 
and more elaborate than what 

HANDS-ON DIRECTION: Sam 
Raimi (on ladder) makes mis¬ 
chief on-set. 
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we ended up doing." recalled 
Laura Ziskin. “Sometimes those 
financial restrictions actually 
force you to be more creative. 
We always looked at it as one of 
the best sets that Neil Spisak 
created." 

“They decided that the 
amount of pages that we were 
going to be shooting on that set 
didn’t merit building something 
so large." elaborated Arnold. 
"So we had to come up with a 
less expensive version, and 
went with something that was 
completely new. The original 
one was a two-story, large space 
with catwalks running through 
it. It was a curved space, and 
one entire wall had really, really 
large scallops—a whole repeat¬ 
ing pattern of them down this 
one side of the set. It was going 
to require a lot of time and mon¬ 
ey to make that shape. It was 
very designed, high-tech, and 
much more stylized. The final 
set was...cheaper, and easier to 
build, but yet still had a pretty 
good look to it." 

For the lab exterior, it was 
decided tit use the Hyperion 
Treatment Plant in El Segundo. 
California and augment it digi¬ 
tally. “Other locations consid¬ 
ered were some local power 
plants, and some large research 
facilities in Northern Califor¬ 
nia." recalled Arnold. "The ini¬ 
tial discussions for digital alter¬ 
ations |to Hyperion) were to 
add a large Oseorp Industries 
sign, and digitally remove some 
palm trees, but later on there 
was some discussion of dupli¬ 
cating more sections of the 
plant to make it seem much 
larger. I’m not sure what was fi¬ 
nally decided." 

"We never actually 
defined exactly 
where it was (sup¬ 
posed to be|.” said 
Spisak. “but in my 
mind it’s on Long Is¬ 

land somewhere." 
Creating the balloons fea¬ 

tured in the Unity Day Festival 
became one of Spisak *s fa¬ 
vorite projects. “At the begin¬ 
ning. Sam had a couple of ideas 
of what he wanted Spider-Man 
to do in terms of action pieces. 
One of those was that lie w ant¬ 
ed him to jump from balloon to 
balloon to balloon. That was 
something Sam knew he w ant¬ 
ed to do before we knew every 
single beat of the piece, so that 



was an early idea that we wanted to in¬ 
corporate into the whole thing, 

“The Unity Day Festival was a 
coming-together of lots of nations. So 
the idea with the Unity Day balloons 
was to represent images of different 
countries—a hig. quick image to get 
you tit understand that’s what it was." 

"There were two ways of doing the 
international festival," said art director 
Tony Fanning (OCTOBER SKY). 
"One was more specific to countries, 
and then they changed the idea and 
wanted to be less specific." 

"Jim Martin (ENTERPRISE) was 
the illustrator that worked on that pro¬ 
ject." said Spisak. 
"Once we got into it. 
it was one of those 
things where one idea 
led to another, and 
one w as more ridicu¬ 
lous than another. 
Some were fun. some 
were stupid— that 
was probably one of 
the more fun projects 
of the design |work]." 

One of Sam Rai¬ 
mi's attributes us a di¬ 
rector is his tendency 
to improvise on-set. 
On SPIDER-MAN. much of this in¬ 
volved, according to Raimi, “moments in 
the performances, decisions the charac¬ 
ters made, (and) reactions that may have 
been more true than we had planned." 

Laura Ziskin recalled a specific exam¬ 
ple: "There’s this wonderful Thanksgiving 
scene with Norman Osborn. He’s come to 
Thanksgiving, to his son Harry and Peter’s 
apartment. He's right in the throes of strug¬ 
gling with his two sides, and Sam came up 
with this wonderful moment that wasn't 
written, where you see his evil in a very 
funny way." 

Raimi noted that he was not always 
spontaneous. “I tried to do as much home¬ 
work as I could |before| coining to the set. 
with the writer, the storyboard artist, the 
cinematographers, and the actors....Every¬ 
thing that we had planned for effects was 
boarded out and nailed down before we got 
to the set. I'm definitely into as much pre¬ 
paredness as I can muster.” 

Does Raimi believe he's as collaborative 
as his colleagues claim? "I try and be very 
free on the set." he said, "and I love the 
contributions of the entire cast, the cine¬ 
matographer. and the effects team, it's real¬ 
ly what makes the pictures unique and spe¬ 
cial for me. I like to have all the ideas avail¬ 
able, (to have) all the creative forces pro¬ 
ducing great stuff, so that we can choose the 
hest of it. I can't remember one idea of To- 
bey’s or one idea of somebody else’s. but 
everything you see is a combination of the 
entire team’s work." 

Observed Grant Curtis. "It's | Raimi’s] 

passion for this project 
that I think fueled the 
filming along. His 
compassion for this is 

co ntagious. 
Once you see 
how much he 
cares about 
making this 
project true to 
Stan Lee’s vi¬ 
sion. you 
can't help but 
gel excited 

and do your job that much better. 
"I worked for him on A SIMPLE PLAN. 

FOR LOVE OF THE GAME, and THE 
GIFT, and he walked into all those projects 
with the same passion. But on SPIDER- 
MAN, l think there was a little bit more of a 
twinkle in his eye. more of a personal affin¬ 
ity. Whereas on A SIMPLE PLAN, he got 
the script, liked it. and moved forward, he 
got the script for SPIDER-MAN when he 
was ten years old, and he’s had thirty years 
to become attached to it. Spending thirty 
years with a project is a lot more than 
spending two years with a project. There 
was more of a deeper connection," 

Although many of Spider-Man’s acro¬ 
batics were achieved with CG. a significant 
number of them were done on the set. "To- 
hey got into phenomenal shape for this pro¬ 
ject." said Curtis. “He’s very athletic: Ee’s 
into yoga and all sorts of stuff. He worked 
with our stunt coordinator, |and| he worked 
with our trainer. He got himself to where he 
could do a lot of his stuff." Curtis was re¬ 
luctant to mention any specifics of 
Maguire’s stunts. 

He continued. "When it did come down 
to needing a stunt man. we had Chris 
Daniels, who is also a very gifted athlete. 
We also had more or less of a gymnastic 
| stunt man]. Mark Aaron Wagner, for when 

DESIGN SENSE: A more elabo¬ 
rate design for Oscorp Labs 
(lop) was abandoned when the 
producers decided it wasn't 
dramatically necessary. Left: A 
sculpted Green Goblin helmet 
won out over the comic's rub¬ 
ber mask. 

stunts required more of a gymnast ability. 
We had a third stunt man as well. Zach 
Hudson. Sam almost had them go to Spidey 
school. As you know from the comic books 
and from the animation, there are very spe- 
cific ways that Spider-Man walks or 
moves...They studied the comic books, 
they studied some of the (I Will's] animated 
series. While we were in preproduction. 
Sam saw some of the Cirque tin Soleil 
shows and vvatehed some of their move¬ 
ments. There’s also a show. De La Gttar- 
da....In these shows the performers run 
along on walls and stick to walls. 

“I don’t want to make it sound like we 
stole anything. Obviously, when you're 
looking for points of reference [and] you 
hear about that stuff, you definitely want to 
go look at it. Sam went to a lot of those to 
see how far you could push the human 
body, and to see what traditional Spider- 
Man poses the human body is capable of. 
There's a lot of poses you can draw- on pa¬ 
per that the human body can't do. So the 
movement and their grace was consulted 
via a couple of different sources. By far the 
main source that |Raimi) consulted was the 
comic book." 

SWINGING INTO POST 
Seven months after principal photogra¬ 

phy wrapped, there was a reshoot in Los 
Angeles. "There was a lot of enhancement 
of scenes that were already shot." Grant 
Curtis said. “During production, you can’t 
shoot for an infinite amount of time. It was 
one of those (instances) where the film 
looked great, but there were a few points 
where you said. ’That scene works, but it 
would have been nice if we could have 
done this.' The studio agreed, and we were 
able to go back and beef up a few of the 
scenes. There was nothing that did not work 
that needed a Band-Aid or a big fix. There 
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The Web Not Taken 
Multiple Studios, Multiple Writers, and 
Multiple Directors Have Vied to Bring 

SPIDER-MAN to the Screen 

By Ross Plesset 

SPIDER-MAN's long jour¬ 
ney to the silver screen ul¬ 
timately involved fourteen 

writers and at least five direc¬ 
tors. To say the interpretations 
varied is putting it mildly. In 
1985, The Cannon Group 
bought the Spider-Man film 
rights from Marvel Comics and 
hired Leslie Stevens, creator of 
THE OUTER LIMITS, to write 
a treatment. Meanwhile, Ted 
Newsom (HD WOOD, LOOK 
BACK IN ANGORA) and John 
Brancato (TERMINATOR 3), 
had impressed Stan Lee with 

Stevens's rejected treatment. 
"Oh, dear God." he recalled 
thinking. "Peter Parker, who 
works for the infamous Zyrex 
Corporation shooting ID 
badges, is deliberately irradiat¬ 
ed by the mad Doctor Zyrex, 
the multi-millionaire-conglom¬ 
erate-scientist, etc., and turned 
into this eight-foot hairy taran¬ 
tula creature. | Parker}, of 
course, feels a little bit like an 
outsider because he’s a spider, 
num! He contemplates suicide. 

‘in the meantime, the infa¬ 
mous Doctor Zyrex is trying to 
pull him into the brood because 
he has a base¬ - 

IN THEIR HANDS: When the 
smoke had cleared. Laura 
Ziskin and Ian Bryce (below) 
found themselves producers 
of Sam Raimi's SPIDER-MAN. 

their SGT. FURY AND HIS 
HOWLING COMMANDOS 
adaptation, and pressed the 
Marvel impressario to get them 
involved in SPIDER-MAN. 

Well after joining the pro¬ 
ject. Newsom read Leslie 

ment full of mutants to take 
over the world, or God knows 

male thing that [Zyrex) eventu¬ 
ally sends in, and there was 
some sort of seduction. 

“I understand that this was 
partially [Cannon executive] 
Menahcm Golan's take. |An ob¬ 
servation confirmed by director 
Joseph Zito.) When I learned 
that, 1 forgave [Stevens]. He 
was a wonderful writer, but this 
just stunk. But it stunk because 
of a basic misunderstanding of 
what the character was. That 
may be accounted for by Mena- 
hem’s misunderstanding of the 
character, and Leslie. 1 think, 
was too damn old for it. He did¬ 

n’t grow up with 
it. nor did Meha- 
hem." 

As for Newsom 
and Braneato’s 
script, they initial¬ 
ly wanted to fea¬ 

ture the Green Goblin, but 
Stan Lee vetoed that in favor 
of Dr. Octopus. The writers 
tried to present a villain with 
realistic motives, and to flesh 
out Uncle Ben and Aunt May. 
modeling the latter after Lau¬ 
ren Bacall and Katharine 
Hepburn. 

The script advanced far in¬ 
to pre product ion under direc¬ 
tor Joseph Zito, who had Bar¬ 
ney Cohen (DOOM RUN¬ 
NERS) do a rewrite. Zito was 
excited about the project, be¬ 
cause while not a "purist ob¬ 

sessed fan," he wanted to shoot 
a fantasy film (and still does). "I 

what. He sends them out one by had made a couple ot movies at 
one to battle with Spider-Man. Cannon: MISSING IN AC- 
Spider-Man —‘Tarantula- TION and INVASION USA.,’’ 
Man’—kicks their ass one at a he recalled. "They had done 
time. I think there [was] a t’e- reasonably well. I was looking 

for what material they had that 
interested me. Cannon used to 
take full-page ads in the trades. 
I saw the ad for SPIDER- 
MAN... and they had no direc¬ 
tor’s name in it. I went to the 
chairman of the company and 
said. ‘Menahcm, I want SPI¬ 
DER-MAN.’ He turned to me 
slowly—like in Phantom of the 
Opera [lauuhterl—and he said. 
You want SPIDER-MAN?’ 

"I said. ‘Yeah, it’s only three 
words. How can we have a mis- 
eommunieation about this?’ 
[Laughter). He says, 'Okay. I'll 
let you know in twenty-four 
hours.’ 

"I did not know Tobe 11 loop- 
er| was supposed to direct SPI¬ 
DER-MAN. I swear that’s true. 
I never would have gone after 
the picture if there was another 
director on it....The next day 
they said to me, ‘Okay, you will 
have your SPIDER-MAN.' 1 
later found out that Tobe Hoop¬ 
er was going to direct it and had 
agreed not to. 

"It was such an unusual film 
for Cannon to be thinking about 
doing, and 1 think it was mostly 
because they didn't know what 
it was that they got involved in. 
I said to them. Listen, you can¬ 
not make this movie like any of 
your other movies. You must let 
me make this outside your sys¬ 
tem. w ith completely different 
people....I’ve been lucky with 
you guys before.’ 

“There was a beat of silence 
|laughs| as they absorbed the 
insult, then they said Yes.’ 

“I went to Rome, and I met 
with Giusueppe Rotunno 
|SATYRICON| as a cinematog- 
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raphcr tor it; I met with (pro¬ 
duction designer| Norman Gar¬ 
wood [BRAZIL]. This was go¬ 
ing to be BATMAN before 
BATMAN, that dark, dark 
world and that burst of color 
|Spider-Man | in the midst of it. 
Now it's a cliche, but then it 
was very, very fresh. 

"We spent a million-and-a- 
half dollars of prep. We story- 
boarded every shot. We had 
these fantastic illustrations that 
were done by Mentor Huebner 
(BLADE RUNNER )....A lot of 
the things (hat Mentor was in¬ 
volved in was dealing with per¬ 
spective sets....I asked 
IGiusueppe Rotunno) 'What do 
you feel about a wide-screen 
format for this?' He thought 
long and hard. Then he said— 
he struggled a little with Eng¬ 
lish—‘Spider-Man is like this/ 
and took his hands and made 
these vertical movements with 
them, ‘Not like this,* and then 
he made two horizontal ones 
| laughter|. In other words, you 
didn't need wide-screen be¬ 
cause it was going 
to be a tall movie. 
But he was right. 
Spider-Man is like 
that.” 

While prepar¬ 
ing the film-—ten¬ 
tatively budgeted 
at $ 18 million— 
Zito learned that 
Cannon was hav¬ 
ing financial diffi¬ 
culties. “Globus 
says, ‘We have ten 
million for your 
SPIDER-MAN.* 
We had a five-mil¬ 
lion dollar effects 
budget at that time, so it was 
like nothing. I said. ‘You can 
make a terrific film for ten mil¬ 
lion dollars, but you can't make 
SPIDER-MAN. You can make 
two good films for ten million, 
but you can't make SPIDER- 
MAN. My advice is don't do it. 
Don't ruin the property.**’ That 
concluded Zito's involvement. 
"It was an incredibly exciting 
project, and I loved the adven¬ 
ture." he reflected. "I also loved 
that we didn't ruin it by not be¬ 
ing able to make it." 

In I9H7. Cannon turned to 
Shepard Goldman (SALSA} to 
reconceive the project on a 
smaller scale. Goldman was 
soon replaced by Don Michael 
Paul (HALF PAST DEAD), 
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COULDA BEEN A CONTENDA: 
Story board artist Paul Power 
visualized a Doc Ock attack for 
director Joseph Zito, (.17* L-- i 
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who pitted Spider-Man 
against a bat-like, scientist- 
turned-vampire creature, 
and he in turn was replaced 
by Ethan Wiley (HOUSE). 
Director Albert Pyun (CAP¬ 
TAIN AMERICA) was at¬ 
tached to all these scripts. 

In 1990, Carolco bought 
the Spider-Man rights from 
Golan at the request of 
James Cameron (TERMI¬ 
NATOR 2). "I wrote a 
‘scriptnient,’” recalled 
Cameron, "which is my eu¬ 
phemism for a long treat¬ 
ment which is almost a 
script, but not quite. I used 
as my source the origin 
comic book, and a few rep¬ 
resentative issues from the 
’60s. mostly from the Steve 
Ditko era. which were the 
ones I used to read behind 
my math textbooks in high 
school. With Stan Lee’s 
permission. I took some 
bold liberties 
with the sto¬ 
ry, including 

the biological web-shooters. It 
may have worked in a comic in 
the '60s to have a high school 
student go home and tinker to¬ 
gether. without any funding or 
access to specialized compo¬ 
nents, a device which DARPA 
would have to spend hundreds 
of millions to develop. But it 
didn’t work for me. It was 
more disturbing and interest¬ 
ing to have his body actually 
change to have (his funda¬ 
mental spider skill. |It was) 
also a good metaphor for pu¬ 
berty and uncertainties of the 
teenage years, when your 
body morphs and becomes 
freakish with zits and hair and 
other strange manifestations... 
a time of angst and confusion 

life. I recon¬ 
ciled it with 
Stan Lee’s 
origin by 
having Peter 
tell people 
he built the 
web-shoot- 

ers, using fake metal ones to 
cover the organic spinnerets. 

“Though 1 loved Peter Park¬ 
er/Spider-Man. 1 never really 
loved (he villains in the maga¬ 
zine...I wanted it to be realistic. 
One guy in lights I could justify, 
a bunch of them started to get... 
well, comic-booky. So I mor¬ 
phed Kingpin and Electro into 
one guy. who became a 
metaphorical character, an em¬ 
bodiment of (he seduction of 
power." 

The project got mired in le¬ 
gal disputes, with Golan suing 
Carolco, and other entities get¬ 
ting involved. Said Cameron. 
“Later. Carolco’s bankruptcy 
and various claims against the 
title from Sony, Golan. Viacom, 

and even MGM made the rights 
so complicated and expensive 
to acquire (hat I just bailed. !( 
was just a mess." 

The litigation went on until 
early 1999. when Columbia at¬ 
tained the rights. They hired 
David Koepp (JURASSIC 
PARK) to write a script, and 
Sam Raimi came aboard as di¬ 
rector. "I have no relationship 
with Sam Raimi's production 
of the film whatsoever," said 
Cameron, “though I wish them 
well, as I've been a big fan of 
Sam's work since EVIL DEAD 
2—|it's) still one of my fa¬ 
vorite films. I therefore have 
no idea how much, if anything, 
(hey have used from my script- 
ment. Hopefully very little, 
since I made the World Trade 
Center towers Spidey's hang¬ 
out and the scene of the major 
action set-piece of the finale. 
The WTC gets wrecked in my 
version. That would have been 
an unfortunate irony, in view 
of the tragedy of September 
lltli. 1 hope they changed 
that." 
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were a lot of cases where |we( could beef 
up the action. The story has always worked 
from day one." 

Depicting Spider-Man’s superhuman 
feats in CG was among the many chal¬ 
lenges for special effects supervisor John 
Dykstra (STAR WARS, STUART LIT¬ 
TLE) and his team at Sony Pictures Image- 
works (SPI). Did Dykstra believe SPI¬ 
DER-MAN took "virtual stunt 
men" to new levels? "Yes, I think 
so. I’m not sure that I would call 
them stunt men, because it goes 
into the realm of impossible 
stunts. Also. I think it’s important 
that we remember that this char¬ 
acter—who wears a mask—has to 
express his emotions in body po¬ 
sitions, He not only has to 
achieve fantastic feats, hut he has 
to create an emotional aura w ith 
his body. 

"It's a challenge for everyone: 
It’s a challenge for the animators 
who move the figure around: it’s 
a challenge for the people who 
light and composite that image in¬ 
to the background environments; 
and it’s a challenge for the people 
who create those environments. 
In some cases, the city is made up 
from computer-generated build¬ 
ings. and the lighting, and the 
way it interacts with the charac¬ 
ter. sets the mood for the scene." 

Dykstra drew 
from his experi¬ 
ence on BATMAN 
FOREVER (1995), 
where a virtual 
Batman leaped off 
a hotel balcony and 
landed in a man¬ 
hole. For that 
scene. Dykstra ini¬ 
tially used ‘motion 
capture.' a process 
which records hu¬ 
man movement. 
However, "we end¬ 
ed up turning most 
of that into key- 
frame animation. 
That’s where I learned that motion capture 
is a valuable tool, but you have to choose 
the applications. 

"I think it can be a valuable foundation 
for a character’s performance. I find, per¬ 
sonally. however, that doing key-frame an¬ 
imation for the entire character takes less 
time than starting with motion capture, 
then going back in and doing key-frame 
modification....In fthe case ol S1MDER- 
MAN), the character’s doing things that 
you can’t get somebody to do. For people 
walking around, standing, and talking. 
|motion capture) works well—1 won t say 
very well, but works well. It needs more 
resolution. I think, even for that. But when 

you start having a guy do back flips and 
handsprings that take a stride that’s twenty 
or thirty feet, motion capture only really 
records what a person can really do." Mo¬ 
tion capture did find a place in SPIDER- 
MAN. though, mostly in crowd scenes. 

An early test of Spider-Man demon¬ 
strated the effectiveness of Dykstra’s ap¬ 
proach. "Early in our tests to determine 

Man crawl up the side of a building. Once 
completed, we took the material to the ex¬ 
ecutives at the studio. The producer took it 
in and said. ‘Okay, we’re going to show 
you Tobey climbing up the side of a build¬ 
ing.’ They sat there and watched the film, 
and the studio executive said. ‘Ah, that's 
bullshit. Thai’s not Tobey. that’s a stunt 
man.’ and it was a CO character.’* 

Another challenge was visualizing and 
animating Spider-Man’s webs. "It you 
look at a web. the weh is almost molecular 
in terms of its scale. It’s even hard to see 
when you look at it under a magnifying 
glass. So what we came up with was a pro¬ 
duction design for what a web would look 

like if we actually made one at human 
scale. 

“Webs are very lough to animate, be¬ 
cause they're moving fast and they're 
nearly transparent, but they have to be vis¬ 
ible. So it’s always the challenge of (tak¬ 
ing! motion blur, which tends to make the 
object disappear against a background, and 
balancing that against its visibility, which 

is the storytelling prerequisite. If 
you shot a real web through the 
air and you photographed it, you 
probably wouldn't sec it—even il 
you were close to it. even il it 
was a big web. In every case, wc 
had to figure out a way to create a 
level of illumination, a specular 
reflection in the web. and move it 
in a way that allowed us to see it, 
but also |allowed| us to believe 
it’s in motion." 

Like Spider-Man. the Green 
Goblin had to convey emotions 
through body movement. "The 
good news,” said Dykstra. "is 
that Willem was a very mobile 
version of the Goblin. The Gob¬ 
lin is often portrayed in the comic 
books as almost a statue-like fig¬ 
ure—he always stands with his 
legs akimbo on the glider, and 
doesn’t do much other than fly 
around and throw pumpkin 
bombs. Willem turned the whole 
personality of the flying of the 
glider into a much more interest¬ 
ing and much different kind ol 
performance. 

“When Willem came and got 
on the |glider), he got it right 
away. We didn’t expect it but he 
actually got the idea of the |glid¬ 
er’s motion] very, very quickly, 

and it had a distinct personality that he 
had created." 

SPIDER-MAN presented Dykstra and 
his crew with yet another daunting chal¬ 
lenge: "We’re doing day exterior city in 

CGI. [That’s the| worse possible case, the 
thing that people are most familiar with." 

Because of the high detail involved, it 
w'as decided early tin to use CG texture 
maps, a technique where a 2-D surface is 
wrapped around a 3-D object. "It s pretty 
much the same approach everyone has tak¬ 
en. We just went to an extreme level of at¬ 
tention to detail. We broke the texture 
maps up into much smaller components, 
made much more of the geometry because 
we had to get up close to the buildings as 
well as far aw'ay from the buildings. 

"The trick is to make the texture maps 
in a w'ay that allows you to light the build¬ 
ings subsequent to the construction of the 
CGI model We wanted these buildings to 
be seen at dusk, at dawn, at night, and in 
the day. so rather than creating unique tex¬ 
tures for each of those times of day. we 
shot the huildings as still photographs at 

WHEN MEGALOMANIACS RUN 
THE SHARPER IMAGE CATA¬ 
LOGUE: Left, a collector s edi¬ 
tion pumpkin bomb (no kid¬ 
ding!). built by Unobtanium 
Ltd. from the movie prop. 
Above: Willem Dafoe as the tor¬ 
tured Norman Osborn. 

whether or not we 
could make a charac¬ 
ter that was indistin¬ 
guishable from a live 
actor, we had Spider- 
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sort of a neutral time of day. on soft-lit 
days, when there were no hard shadows to 
speak of. land we shot them) from differ¬ 
ent angles. We then ended up taking the 
distortion out of the photographs and cre¬ 
ating texture maps, which were then cut 
up and put into the geometry that we had 
created to replicate the buildings so that 
we could move past |them| in 3-D space. 
So it was mostly high-frequency details: 
the marble surfaces or the anodized alu¬ 
minum window frames. Balustrades, cor¬ 
bie stones, or cornice pieces for the most 
part, were generated in 3D.” 

Over the course of production, the 
number of effects shots were reduced for 
budgetary reasons. Said Dykstra. “There 
was a ton of things we didn't do, some of 
which were really good ideas and some of 
which were really bad! (Laughs). I don't 
care who the director is, I don't care who 
the writer is. you're always thirty percent 
over w hat you can afford to do.” 

Shortened were chases through the city 
between the Green Gohlin and Spider- 
Man. and large battle scenes over the mid¬ 
dle of Manhattan. “There’s still a huge 
number of visual effects in the movie, 450 
or so.” noted Ziskin. 

SPIDEY VS. HIS GREATEST 
FOE: REALITY 

It was during post-production when the 
attack of New York’s World Trade Center 
occurred, and the film was somewhat af¬ 
fected. “There was a piece of marketing 
material created with the trade towers and 

BUG IN THE SYSTEM: A 
CG arachnid preps for 
its fateful role in SPI¬ 
DER-MAN. 

it helicopter caught in a web two into the post-production 
between the towers,” said 
Ziskin. "We liked the scene so much that 
we put it in the movie in a montage. It 
wasn't integral to the storytelling; it was 
just part of a montage of SPIDER-MAN 
doing cool things. After 9/11, I just could¬ 
n't look at this aircraft in proximity to 
those Trade Towers, so we look it out. We 
do have shots of the skyline, and they’re 
still |lhere|.” 

During the advanced stages of post-pro¬ 
duction. Grant Curtis expressed satisfac¬ 
tion for having worked on SPIDER-MAN. 
“Stan Lee developed a character that lasted 
the ages." he remarked. “About a month or 

process, Laura. Avi, myself, 
and Sam went to Comic-Con in San Diego. 
Sam was signing autographs. I was stand¬ 
ing back, and about a forty-five year-old 
guy came up holding the hand of his eight- 
year-old son. 

"I remember leaning over to Laura and 
saying, ‘That’s why we made the film.’ 
This little eight-year-old was bug-eyed 
talking about SPIDER-MAN with Sam. 
and his dad was bug-eyed talking about 
SPIDER-MAN with Sam. That’s the neat 
thing about working on this. There's not a 
lot of films that relate to the eight-year-old 
and the forty-eight year-old.” <SIF(§1 

^Danny Elfman 

When Danny Elfman (BAT¬ 
MAN) prepares a score, he is 
usually influenced by certain 
images he sees in early view¬ 
ings of the film. “In SPIDER- 
MAN,” he said, “I think it was 
more about the way he flics 
around buildings and swooping 
and the teenage angst coming- 
of-age thing, because that's a 
big chunk of the movie.” 

He continued, “It’s not the 
kind of movie that calls for any 
kind of an extreme or really ex¬ 
perimental score. There were 
moments on PLANET OF THE 
APES w here l got to do some 
fun stuff—with all-percussion, 
synths, and things that I don't 
normally do—because it served 
the movie. [SPIDER-MAN | is a 
much more traditional film: 
there’s a very heroic theme; 
there's a very heart-felt theme; 
there’s a love theme. The weird¬ 
er the imagery gets, or the more 

l whacked a character gets, the 

more you can do things with the 
music simultaneously. But here 
you have a hero that’s really a 
hero; there's nothing subversive 
or whacked about Peter Parker, 
The Goblin, of course. I can 
have a bit more fun with. His 
theme is kind of a fun little 
melodic thing.” 

Of his working relationship 
with Raimi. Elfman remarked. 
“He's really funny and real 
easy. He just loves doing the 
music. He's not nervous and in¬ 
secure like some people can he. 
They [go), ‘Oh my God. I kind 
of like that, but does that make 
people think that and does that 
make people think this? What if 
I’m wrong?’ He shows a lot of 
confidence, so he puts a lot of 
confidence in me. and it makes 
my job really easy. It’s never 
easy, but it makes the crappy 
part of the job—dealing with 
sometimes very paranoid and 
nervous personalities—easy. 

“He’s really as generous as 
they come. If I walk on a set, 
he’ll stop shooting and show me 

how he’s setting up the shots 
and explain everything. When I 
visited SPIDER-MAN. 1 was 
with my daughter, and he actu¬ 
ally held a shot for a few mo¬ 
ments, put her quickly in 
wardrobe, and put her up on a 
balcony that was collapsing off 
of a big building as an extra. I 
didn't ask, I would never dream 
of asking. You just see her from 
overhead running inside 
screaming. It was just for her 
own enjoyment.” 

One aspect of the process 
Elfman does not especially en¬ 
joy is adjusting to last-minute 
editorial changes. “It’s an in¬ 
evitable part of this type of film. 
|As 1 they’re finishing the 
movie, lots of effects shots arc 
coming in. and timings change. 
There are no radical cuts, but 
there are 2(H) tiny cuts that sud¬ 
denly come in. Sound effects 
can adjust their sound effects 
around each cut. and dialogue 
jostles the dialogue, but (with| 
music, if you’re in the middle of 
a five-minute cue and suddenly 

there's thirty changes, well 
everything is catching in the 
midst of bars and measures and 
tempos, and that’s where it can 
get mind-bogglingly complicat¬ 
ed. 

“You can't just slide things 
around (and) make up manufac¬ 
tured beats....Thal's where a lot 
of acrobatic maneuvering 
comes in on a special effects 
movie in the eleventh hour.” 

Although he characterizes 
SPIDER-MAN as “a more tra¬ 
ditional film,” he remarked, 
"What do I know? I’ll say stuff 
about a film early on. and in the 
end people will go, *1 don’t 
know what you're talking 
about.’ I don’t even know how I 
feel about a film until 1 see it a 
year later. When I’m in the mid¬ 
dle of a film. I’m part of the 
film. It's not until I see it on ca¬ 
ble or video a year later [that] 
I II look at it for the first time 
with an objective eye. I’ll go, 
‘Oh, I like that,’ or ‘Hmm, that 
didn't quite work.’ 

—Ross Plessel, 
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SPIDER-MAN 

Marvel Ascends 
Once Cinematic Laughing-Stocks, 

The Marvel Characters Have 
Become Box-Office Powerhouses 

By Russell Lissau When it comes to depict¬ 
ing the live-action ad¬ 
ventures of cuped and 

cowled superheroes. DC* Comics 
historically has been the champi¬ 
on, For decades, the most suc¬ 
cessful comic-book movies were 
DC' creations, w ith Superman. 
Batman, and Wonder Woman 
leading the charge. On the other 
hand, the superheroes published 
under the Marvel Comics ban¬ 
ner haven't had nearly as much 
luck. Aside from the successful 
INCREDIBLE HULK televi¬ 
sion series in the 1970’s, Mar¬ 
vel’s cinematic efforts have 
been lackluster. A glimpse at the 
Hall of Shame reveals forget¬ 
table made-for-TV movies star- 
ring Spider-Man; I986*s 
HOWARD THE DUCK, re¬ 
garded as one of the worst 
movies ever made; and a 1994 
FANTASTIC FOUR feature 
film that was so horrible it can 
only be found on bootleg video. 

In recent years, however. 
Marvel characters have seized 
control of the superhero film 
genre. This coup partially was 
made possible by the collapse 
of the Big Two in superhero 
franchises, SUPERMAN and 
BATMAN. The SUPERMAN 
series died in the I980’s after 
the first two successful movies 
were followed by dreadful 
third and fourth installments. A 
proposed resurrection, written 
hv Kevin Smith (CLERKS, 
JAY AND SILENT BOB 
STRIKE BACK) and starring 
Nicolas Cage, never got off the 
ground. (Although the prc-Su- 

perman teen adventure SMAL- 
LVILLE is one of the best new 
shows on the tube.) As for Bat¬ 
man. the Dark Knight's once- 
promising film career broke 
down after 1997’s garish BAT¬ 
MAN & ROBIN, a decline that 

office and at video rental stores 
that was hot enough to spawn a 
sequel, this year’s BLADE 2: 
BLOODHUNT. Even bigger 
was the long-anticipated X- 
MEN film, which was released 
in the summer of 2000 and re¬ 

MARVEL MASTER: Edi- 
tor-in-Chief Joe Quesada 

was helped along by director 
Joel Schumacher’s decision to 
trade Tint Burton's gloomy vi¬ 
sion for light-hearted camp. 

But Marvel's champions 
have filled the void in fine 
fashion. The company's first 
triumph was Wesley Snipes’s 
1998 vampire-hunter epic 
BLADE, a huge hit at the box 

portedly raked in more than 
$150 million in America while 
introducing Wolverine, Cy¬ 
clops. and the rest of the cos¬ 
tumed team to mainstream au¬ 
diences. 

And the best may be yet to 
come. SPIDER-MAN, the Sam 
Raimi-helmed feature that has 
been one of this year's most 

talked-about movies, hit the¬ 
aters in May. Despite initial 
concerns regarding a trailer 
and posters that featured a pre- 
9/11 World Trade Center, the 
movie is one of the summer's 
biggest attractions. And the 
Web Slinger won't be alone in 
Hollywood for long. Many 
more Marvel-based films—in¬ 
cluding X-MEN 2. DARE¬ 
DEVIL. IRON FIST, THE 
FANTASTIC FOUR, IRON 
MAN. THE PUNISHER and a 
new, CGI-laden version of 
THE INCREDIBLE HULK- 
are in development or in pro¬ 
duction. and should sec nation¬ 
wide releases within the next 
few years. Marvel heroes have 
been fighting for truth, justice, 
and the American way on 
small screens, too, in the 
made-for-TV movies GENER¬ 
ATION X and NICK FURY: 
AGENT OF SHIELD, and the 
current MUTANT X syndicat¬ 
ed series. 

So how did Marvel become 
the top superhero factory in 
Hollywood? The company’s 
editor-in-chief. Joe Quesada, 
thinks he has the answer: "You 
know what they say: success 
breeds more success. Some¬ 
times all it takes is one really 
good movie. A lot of people 
point to the X-MEN movie, hut 
you have to look a little bit ear¬ 
lier than that to the first 
BLADE movie, which also was 
excellent. And I think once you 
have two [hits] like that, people 
say these arc viable charac¬ 
ters.” 

Historically, DC characters 
have always had more success 
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in film and tin TV. But the Man 
of Steel’s stature as the grand¬ 
father of all costumed super¬ 
heroes—he was the first, after 
all. having Keen created in 
1938—now may be working 
against him and DC’s other 
legendary properties. “DC 
characters tend to be older, fa¬ 
ther or mother-like figures, 
whereas Marvel characters arc 
younger,” said Quesada, who 
started working professionally 
in comics as an artist in the ear¬ 
ly 1990’s. “Also. DC charac¬ 
ters tend to be more godlike, 
while Marvel’s characters are 
more down-to-earth and more 
like Joe average.” 

Marvel's characters also are 
more visually interesting than 
DC’s, Quesada suggested. For 
years, however, Hollywood 
special effects weren’t able to 
properly capture these super¬ 
heroes’ grandeur. Said Quesa¬ 
da. “The real trick to making a 
SUPERMAN movie is making 
him fly, and they pretty much 
mastered that on film several 
times over. But something like 
the Hulk is a little more intri¬ 
cate—or Spider-Man swinging 
through the city. To do it con¬ 
vincingly, how do you do it? 
THE HULK was a really suc¬ 
cessful TV show, but come 
on—it was kind of quirky and 
had a goofy-looking Hulk. But 
with computers coming in and 
making all of these effects 
cheaper, a lot of these proper¬ 
ties become that much more 
doable. With CGI, you can 
wonder what we can do with 
Iron Man." 

Although Quesada wasn’t 
working at Marvel when rotten 
movies like HOWARD THE 
DUCK or THE PUNISHER 
were made, he believes part of 
the blame lies with a lack of 
faith in the characters' abilities 
to attract mainstream audi¬ 
ences. “Marvel made quite a 
number of really horrific 
movie deals,” Quesada said. “I 
wasn’t around to know what 
was happening. But from the 
outside looking in. I think it 
was probably a lack of confi¬ 
dence, internally at Marvel, in 
our properties. Like, ‘You 
know what? This stuff is never 
going to do anything. Let's just 
sell it to the highest bidder—or 
to any bidder—for whatever 
we can.’” 

That’s certainly not the case 

garish costumes 
the heroes wear 
in the comics did¬ 
n't remotely re¬ 
semble the ultra¬ 
cool, black outfits 
in the movie. 

“They looked 
nothing like they 
did on screen,” 
Quesada said. 
“Not only that, 
but the storyline 
going on was 
probably the most 
convoluted X- 
Men story in the 
history of those 
books, to the 

been recently that film tech- 

anymore. Marvel is taking 
much better care of its charac¬ 
ters when it comes to the 
movies or TV, and the editorial 
department—including the edi¬ 
tors, writers and artists who 
work on the various books— 
are much more involved with 
the production process, giving 
input on everything from 
scriptwriting to casting. 

“Ultimately it's always up 
to the studio, because those are 
the guys paying the bills and 
they make the final decisions,” 
Quesada said. "But we get calls 
from those guys ail the time, 
asking ‘Who do you see as 
Elektra [a prominent character 
in the upcoming DARE¬ 
DEVIL movie)?’ 

The biggest Marvel-de- stardom at LAST: it's only 

rived movie 
hit to dale has 
been X-MEN. 
Ironically, the 
success of the 
movie two 
years ago did 
not result in 
better sales for 
the various 
comics star¬ 
ring the title 
heroes. Quesa¬ 
da—who was 
promoted from 
editor of an 
imprint within 
Marvel to edi- 
tor-in-chief in 
August, 
I 9 9 9 _ b e - 
licves the 
books didn't 
pick up new 
readers from 
the movies be¬ 
cause of sever¬ 
al factors. 

First and 
foremost was 
the impenetrable continuity be¬ 
hind the comic-book stories. 
Fans of the film who ventured 
into comic shops and picked up 
a copy of Uncanny X-Men, 
Wolverine. A'-Force or any of 
the other X-books were turned 
off because they couldn't fol¬ 
low the storylines, many of 
which had begun years earlier. 
Secondly, the exact version of 
the team that was depicted on 
film—Wolverine, Storm, 
Rogue. Professor Xavier. Jean 
Grey, and Cyclops—could only 
be found in a few special 
movie tie-ins. And. finally, the 

point where we were receiving 
letters from hardcore fans won¬ 
dering what the hell was going 
on. Now imagine the neophyte 
coming into a comics shop who 
loved the [movie] experience, 
or who thought Hugh Jackman 
(the actor who portrayed 
Wolverine) was sexy and then 
looking at these books.” 

A new team of writers, 
artists, and editors have since 
redesigned the X-Men so they 
more closely resemble their 
celluloid counterparts and are 
much more accessible to new 
readers. "The movie shook the 

fanboy sensibilities 
here at Marvel, and re¬ 
minded us of the X- 
Men books we used to 
write,” Quesada said. 
“It’s the team. It’s the 
school. It’s the sim¬ 
plicity and beauty of 
those characters.” 

Quesada already is 
looking beyond SPI¬ 
DER-MAN to X-MEN 
2, THE INCREDIBLE 
HULK. IRON MAN, 
and DAREDEVIL, all 
of which are in various 
stages of development 
or production. But 
Quesada—who illus¬ 
trated writer Kevin 
Smith’s popular run on 
the Daredevil comic 

before becoming Marvel’s edi- 
tor-in-chief—is not at all shy 
when it comes to naming the 
movie he’s most excited to see: 
"I'm biased—I'm really look¬ 
ing forward to DAREDEVIL. 
In my mind, the DAREDEVIL 
screenplay is probably the 
truest to the comics. And I've 
already seen a head cast for the 
Daredevil mask. It looks 
tremendous.” 

DAREDEVIL, starring Ben 
Affleck, will be directed by 
Mark Steven Johnson (SIMON 
BIRCH) and is scheduled for a 
November 2002 release. €(F@ 
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